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One of the most acclaimed horror
novels of all time is about to become
one of the major horror films of 1983.

It's Ray Bradbury's Something
Wicked This Way Comes, a classic
story of dark horror set in the night-

marish world of a small-town carnival.

Such notable directors as Gene
Kelly, Sam Peckinpah and Steven
Spielberg have tried to adapt Brad-
bury’s classic novel, but it
took maverick director Jack
Clayton (THE INNOCENTS)
to actually pull it off.

The story of how Some-
thing Wicked This Way
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personnel and chronicling the daily
ups and downs of transforming Brad-
bury's gossamer prose into three-
dimensional reality.

We think you'll be delighted with our
in-depth text and exclusive behind-
the-scenes visuals:

You'll meet Bradbury and Clayton, a
Hollywood odd couple. You'll watch
production designer Richard
MacDonald transform the
Disney backlot into dazzling
Victorian GreenTown. And
you'll learn how Disney
effects technicians used
1980s technology to create a
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THE DARK CRYSTAL is my favorite
kind of fantasy film, one that seeks to { 32
create an incredibly strange, yet THE DARK CRYSTAL

believably real, alternate universe; for me, It began with the idea of reptiles at a cockrail party. Five
the stranger, the better. years and $25 million later, Jim Henson had created a

I love to contemplate worlds far strange new world, teeming with life. More than just a
different from our own, and experience new state-of-the-art, the film is a unique achievement.
the thrill of seeing them brought to life on | Article by Alan Jones
film, a medium that can make even the ‘
wildest dreams seem palpably real. The |

sense of awe and wonder that is evoked 25 OF PRECOCIOUS
from seeing and believing the unbeliev- y N PIGS, SINGING CABBAGES
able is the core of the cinefantastique } : AND A LITTLE GREEN
experience—but few horror, fantasy or Sy FROG NAMED KERMIT
sc'i"ﬁf fiction f'lg‘s have;ver ?ttempled . "Bl |im Henson has taught a gener-
e r.| Aus on suc. e i ation of kids how to count, created one of the best
This issue provides the full behmd—:he- TV shows of all time, and become the world’s
scenes story of puppet master Jim
Henson's vast undertaking, a seven-year
odyssey of experimentation and discovery [
that has extended the limits of what the
genre can do to amaze us. Henson and his | Career retrospect b\ ]mh!h P. Hnr‘ni
talented crew of craftsmen and e
filmmakers detail the evolution of the
Muppet film technology into the refined 4
special effects techniques that spawned VIDEODROME
the creation of Yoda for THE EMPIRE It is a commercial film filled with ideas; science fiction on a high
STRIKES BACK, and the creatures and intellectual plane. Itis an original work in a field cluttered
with remakes. It is, quite simply, director David Cronenberg's
most daring step in his continuing odyssey of Mind and Body.

most successful puppeteer. But ironically, Henson
never wanted to work with puppets. “I just did it,”
he laughed, “‘to work my way through school.”

characters that people the bizarre world of
THE DARK CRYSTAL. A companion
piece surveys Henson's puppet film
career, from his days in live television and
commercials to his latest series for cable-
TV, FRAGGLE ROCK.

The puppet characters of THE DARK
CRYSTAL represent a new state-of-the-
art that far surpasses the limited outings
of previously articulated characters like
Yoda and E.T. The realistic movements
and expression of Aughra, the Keeper of
Secrets, and the multi-limbed urRu
Mystics demonstrate how thoroughly
convincing puppet verisimilitude can be in
even the strangest of forms.

It is somehow insufficient to say that
Henson's latest film is unique. It breaks
new ground. It changes the way fantasy
films will be made. It makes possible the
filming of genre projects that would have
been heretofore unthinkable. This new
potential for flmmakers to realize their
wildest imaginations is the true wonder of
THE DARK CRYSTAL.

Review by Tim Lucas

16 THE HUNGER

It was the best of assignments; it was the worst of assignments.
For Dick Smith, creating a progressive series of old-age makeups
for David Bowie was a juicy challenge. But trying to crumble a
slew of mummies was nearly more than he could chew.

Article by Paul R. Gagne
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IDEQ D

In his pivotal work, Understand-
ing Media: The Extensions of Man,”
Marshall McLuhan remarked that
movie theaters were once called 'bio-
scopes’ because of their visual pre-
sentations of moving life forms, He
also noted, “On film, the mechanical
appears as organic.”” Now, ncarly 20
vears later, David Cronenberg—
another Toronto personality—has
made a film that usessuchconceptsas
a springboard 10 horror,

VIDEODROME is the story of
Max Renn (James Woods), owner ol
Toronto’s Civic TV, Channel 83—
“The one vou take to bed with vou,”
its promos warmly intone—a small
and seedy cable outfit specializing in
sexually or violently explicit pro-
gramming. Renn is looking for a
show that will be “tough' enough to
lend a much-needed edge 10 Civic's
public image. One day, a video pirate
whom Renn employs locks onto an
apparently Malaysian signal that
brings to their attention ideodrome,
a very realistic-looking S&M theater
picce featuring one set, two hooded
goons and various naked vicums,

REVIEW BY TIM LUCAS

While trying 1o rack down the sig-
nal’s owners, Renn becomes person-
ally obsessed with Videodrome,
watching the bootlegged tapes con-
stantly. At the same ume, he pursues
an identical toughness in his sex life,
shacking up with pop psychologist
Nicki Brand (Deborah Harry), who
introduces him to light sadism as
their bare bodies bask in the light of
Videodrome. Then Max begins 1o
hallucinate. He finds himself trans-
ported onto the ideodrome set and
imagining himself suriking women
(who, for a split second, become
Nicki) whom he hasn'treally touched
When a colleague informs him tha
Videodrome is the real thing—Snull
I'V from Piusburgh—Renn’s fasci-
nation with it (and personalviolence)
intensifies, as do his hallucinatons.

Extended exposure to the Pideo-
drome broadcast signal, vou see,
develops a tumor-like organ in the
brain, via the retuna, which causes a
viewer's fantasies to become real—lo
that person

When Nicki Brand disappears
from Renn's life and reappears inan
episode of Pideodrome , along labial
slit opens under a rash on Renn’s
stomach, his hand sprouts a biome-
chanical pistol, and he becomes (in

THE FILMING OF
RICK BAKER'S
GUT-WRENCHING
MAKEUP EFFECTS

Of all the visceral shocks in VIDEO-
DROME, most critics agree that Rick
Baker's stunningly innovative special
makeup effects were the most
powerful. And of the assortment of

created by Baker and his EFX crew,
James Woods' stomach slit stands out

flesh guns, cancer growths and the like

as perhaps the most effective.

“I knew it would be similar to the
effect we did in AMERICAN WERE-
WOLF, where we hid David Naughton's
body under the stage,” said Baker, who

had less than three months to develop
a variety of makeup effects. “But we
wanted to be more subtie.”

In the shot Baker refers to—a full
body view of the werewolf transforma-
tion in progress—only Naughton's
head and shoulders were real.
Similarly, Baker and his crew obscured
Woods' actual chest, stomach and legs
with foam latex duplicates, constructed
from a cast of the actor’s body.

For the scene when Woods (Max

his fantasy) a programmed assassin
for the evil political forces which
have stolen the signal from its benign
originator, media prophet Professor
Brian O'Blivion (Jack Creley)and his
daughter, Bianca (Sonja Smits).

Clearly then, this material occu-
pies a higher intellectual plane than
that to which even science hictuon
films are commonly accustomed. Its
central questions—""What is real-
iy? and “Is violence intrinsic 10 sex-
uality, and or vice versa?” —cannot
be met blankly.

Ronald Sanders has edited the film
very tightly indeed and, at 88 min-
utes, despite the heavy questions it
asks, VIDEODROME doesn’t wan
around for you. Howard Shore’s per-
ceptive, mesmerizing score—fraught
with breathing and heartbeat mouls,
and blending acoustic and electronic
themes as the narrative unites Man
with Machine—slams the viscera
memorably, and makes the very tex-
ture of the celluloid seem human.

It is almost foolhardy 10 consider
the special makeup effects work in
VIDEODROME separately from the
IH‘lIl'l”l.llll Us h('l dAuse ‘ht'\ dresocon-
vincingly merged with them. Rick
Baker's EFX crew (more than half of
which is abominably uncredited, due

Renn) first discovers the slit—while
sitting on his couch watching
Videodrome—the actor was required
to stand without moving for more than

four hours inside a hollowed sofa while

Baker and his crew blended the
artificial torso and legs to his exposed
head and arms. The appliance—
positioned at a 45° angle away from
Woods' body—had regular air bladders
to provide ribcage movement and tiny
ones secreted in the lips of the

A REMARKABLE BLEND OF MAN, MACHINE & PERVERSION FROM THE

o a restriction of Canadian tax and
union laws), augmented at times by
shows-of-strength from video effects
designer Michael Lennick, creates
images that could conceivably live
forever:

Renn’s stomach slit grinding a
man's hand down to a fleshy, ticking
hand grenade that explodes; a snowy
television screen stretching out into a
gun and firing a snow of ammuni-
tion; Renn whipping a TVencased in
flesh as it broadcasts the responding
groans of various women he knowsin
his private and professional life; and,
greatest of all, Renn fondling his
undulating TV set, tracing its puls-
ing veins with his fingerups and
inserting his head mto a televised
close-up of Nicki Brand's teasing
mouth, the picture billowing out to
engulf him like a mass of breast
tssue. While the fact that this is Bak-
er's best work might be debatable, the
fact that this is the best film yet o
carry his mame 1s not

Cronenberg, who has been badly
disappointed by performances n
some of his carlier films, coaxes out
splendid ones here. James Woods,
\\'Illl\l' l'l“'!l"lll']”l\ l”l"""\\l\“ \“"1\
has established him as a brilhant

character actor, handles VIDEO-

Far left: Steve Johnson
and Rick Baker examine
the foam latex chest used
for James Woods’
stomach slit. Left: Baker
and Johnson begin the
application process,
blending the edges of the
appliance to Woods'
body. Woods had to
remain motionless for as
long as 4'2 hours while the
makeup was readied.

reddened slit for added realism.

For scenes where Renn had to walk
around, the appliance (above) was
affixed directly to his chest. Since that
would have made it impossible to show
a hand reaching inside the slit, an
artificial arm was buiit.

For the startling shot in which Barry
Convex (Les Carlson) thrusts a video
cassette directly into Renn (right),
Woods stood against a prop dqor
which had an opening so the appliance




KING OF VENEREAL

DROME’s first person role with wit,
sensitivity and acumen. His perfor-
mance, when in concert with Baker's
makeup eflects, seals the illusion and
helps them o appear harrowingly
real. Newcomer Sonja Smits, as
Bianca O'Blivion, is as cool as McLu-
han described the TV medium uself,
while radiating a refreshing appeal
that hints at Lugosi (as she liquidly
boasts, 1 am my lather’s screen™) as
well as Hitchcock's time-honored
fermme de glace archetype.

Deborah Harry, who came across
charmingly in last vear's UNION
CITY, inflates Nicki Brand with a
pensive, sensual ambivalence that is
strangely orniginal and extremely
clfective. The erotic scenes between
her and Woaods are masterpieces of
('\]N'lIllll'll[.lnll“. Fl-lln“lll\ -I“d ani-
mal heat. And the supporting perfor-
mances of Peter Dvorsky, Les Carlson
and Julie Khaner are of such obvious
and thoughtful quality that the
dimensions of the film's reality —so
cructal to its thematuc balance—are
absolutely enhanced

Cinematographer Mark Irwin’'s
grace of movement and angle makes
the [ilm’'s seriousness grave, 1ts horron
lucid and s sensuality pervasive.
Producuon designer Carol Spier has

could be operated from the rear.

Several other sequences in which
the stomach slit appeared involved
stand-ins, for which James Woods was
especially thankful.

“I will work with certain kinds of
special effects, but | will never have
anything glued on my body again,”
said Woods emphatically. “The guys.at
EFX were as supportive as they could
be, but | was standing still for four
hours with that shit glued all over me. |
told myself, ‘Never again!

“It was the hardest acting day of my
life,” Woods added, “because | had to
be brilliant in order to make it a horrific
sequence and, at the same time, cover
this seam here and move this way and
hit that light—and | still had to try to
act.” Tim Lucas

Les Carison plunges a videocassette
into James Woods' stomach slit, a
remarkable illusion that benefited as

much from Woods' expressive acting as

Baker's effective makeup appliances.

ORROR, DAVID CRONENBERG

filled Renn's apartment with abstract
I'V imagery (his venetian blinds sub-
tly suggest scan lines, his door is sur-
rounded by clustered glass panels
suggesting hundreds of mini-screens)
and screens of all sorts. Her Video-
drome set—assembled with black
gratings and bonds, red tiles, and an
clectrified clay wall—throbs in the
center of the film's consciousness like
a harsh, unforgiving heart.

With VIDEODROME, Cronen-
berg transcends his previously cult-
ish origins and becomes a film pio-
neer. Here is an American rarity: a
commercial filmof ideas and philoso-
phies and questions; a basically
mainstream work weirdly wired with
tme-warps, sex-warps and horrific
nmagery.

When Cronenberg presents us
with the fabulous mmage ol Max
Renn on his sofa, bare-chested and
sporting a shoulder holster, rhythmi-
callyrubbing the red rash on hisabdo-
men with a gun while indulging his
Videodrome obsession, he is giving
us a masturbatory  metaphor that
speaks eloquently of Renn's alone-
ness, defensiveness and the marriage
of violence and sexual gratufication
that has taken place furuvely within
him.

Today's films are oo often emo-
nonally displaced—they're billions
of years in the future, homages 10
bygone eras, “remakes” of “classics,”
purgations of unhealed Viet Nam
memories, or simply escapist in
design. That's fine, but who are we?
VIDEODROME seems the only film
as vet produced in the Eighues that
has a clear sense of what its own
decade 1s about, that has its eeth in
the meat of its own time. The focus s
on the audience; its need for escap-
1sm, its festering lack of satisfaction,
its nihilistic flirtation with pain o
prove it can still feel something, and
the ulumate displacement all this
creates. It's anaccomplishment far in
excess of what even the most ardent
Cronenberg enthusiast could expect.

I'his is risky, cerebral, demanding
material. Almost certainly, Cronen-
berg will forfert a share of his former
audience with this ambitous film,
but also gain a porton of a substan-
tally more important one. This
should be his ticket to mainstream
respectability. Even if it isn't,
VIDEODROME 1s a bracingly herou
step for movies and horrorand imagi-
nation; the most daring step vet in
Cronenberg’s continuing odyssey of
Mind and Body.

Deborah Harry as Nicki Brand.

A Universal release, 2 K3, 8K ¢ In color. Directed
and written by David Cre iherg. Executive
producers, Pierre David and Vicor Solnicka.
Produced by (laude Heroux. Associate producer,
Lawrence Nesis. Director of photography, Mark
Irwin, CSC. Edited by Ronald Sanders, CSC. Special
elfects designer, Michael Lennick. Special makeup
and created by Rick Baker. Makeup
Bill Sturgeor
v assistants, Lee Wils
Assistant ant dirvectors, Barb,
st by Tom

Robert Meckler

a
Dunphy, Tom Robert Meckler. Helme
Coulier. Costume designer, Delphine White
Makeup, Shonagh Jabour
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THE KEEP

Michael Mann pits the Nazis and the Deuvil
in an abandoned quarry in North Wales.

ByBarMills

Where do you go to shoot a movie
that's set in a Rumanian mountain
village? Not to Rumania, or indeed
anywhere behind the Iron Curtain—
oo much red tape. Not even to a
mountain. No, you go to Wales, 100
feer down, in a damp, dark, aban-
doned quarry.
“We wanted a mountain gorge
with very dark rocks and we wanted
some kind of big fortification,” direc-
tor Michael Mann said, explaining
why he came to Wales' bleak Snowdo-
nia National Park o film his $10
million Nazis-meet-the-Devil thril-
ler, THE KEEP, set for a major
release this June from Paramount.
“We looked all over Europe, Since we
were having no luck looking at
things that go up, we looked atthings
that went down.”
Mann (whoonly previousdirector-
1al credit was THIEF, starring James
Caan), producer Colin Brewer and
four-time Oscar-winning produc-
tion designer John Box finally found
what they were after in an old slate
quarry located a hall-hour drive, up
narrow roads, from the teeming me-
wopolis of Betws-y-Coed in North
Wales. Under Box's direction, the
floor of the quarry—a former storage
area for unexploded bombs and
shells from WWII—was transformed
into a cockeyed impression of aneast-
erm Rumanian mountain village.
Roofs slant at Grimm Brothers
angles. Gabled hoods cover the
crooked crosses in the graveyard.
Saints with haloes stand painted on
the wall of the church. Nearby, across
a moat, squats the forbidding en-
trance 1o the Keep.

A “Keep,” for those

not up on

Director Michael Mann.

medieval architecture, is the central
tower, or strongest structure of a
medieval castle. Being secretive about
his film, Mann won't go into any
further detail. *“This ‘Keep” was built
not to keep something out buttokeep
something in,”" he said mysteriously.

I'he film stars Jurgen Prochnow as
the commander of a German detach-
ment that arrives intheremote village
in 1942, His jobis to keep the SS from
murdering everyone in town. My
character is asocialist whogotdrafied
instead of being sent to a concentra-

S
BN

_—
-

Right: Exteriors for a
Rumanian village were built at the
bottom of a rock quarry; a huge crane
was needed to ferry equipment to the
sel. Above: Jurgen Prochnow as a
German officer assigned to the village.

tion camp,”’ said Prochnow, who
starred as a non-Nazi German officer
in DAS BOOT. “"Many Germans
opposed Hitler and wound up in the
camps. This film is realistic in that
respect. As for therestof it, it could be
a dream, it could be a nightmare.”

Ian McKellen co-stars as a Jewish
antiquarian who is called in to advise
Prochnow on an unusual inscrip-
tion. “He's not that professor-type
figure you get in a lot of horror
movies who comes out ol nowhere
and solves the problem,” McKellen
explained. “He's a thoroughgoing
academic who is no believer in the
supernatural.”

I'HE KEEP also [eatures Scott
Glenn as a man doomed to live
forever, but who nonetheless craves
mortality. He achieves it inside the
Keep. “For all those centuries, he has
been an observer, like watching TV
alone for a thousand years,” Glenn
explained. “Now 1o prevent great e il
from occurring—the imminent event
of human extinction—he’s got to get
to the Keepy.”

What's inside the Keep? The
answer can be found mside two
locked sound stages in London,
which serve as the castle’s iterior
“When yvou see this movie,” Mann
promised, “vou'll have a very con-
crete understunding of what's in

there—but it will bea felt understand-
ing. What you'll see will awake var-

fous associations. Eisenstein in
ALEXANDER NEVSKY did it all
with the shape of a helmet. Butdon't
worry, you won't confuse what you
see inside the Keep with Disneyland.”

A college-educated product of the
Chicago streets who lays down a bar-
rage ol intellectual references in a
proletarian accent, Mann went to the
London International Film School
in 1965, When he graduated itwo years
later he stayed in England 1o work for
20th Century-Fox as a production
department trouble-shooter. “Bur |
wanted to direct,” he said. “So Lquit
and started making commercials.”

Ihree successful vears later, he
decided he was at a dead end. He went
10 Los Angeles hoping that directing
ollers would simply matenahize
When they didn't, he took has chance
at writing, and became one ol the
regular writers on POLICE STORY
and other shows

“I became a prety hot T'Vwriter, so
[ told ABC T wouldn't write anymore
unless I could direct,” he said. “They
hunted around and dug out this old
script, THE JERICHO MILE.”
Munn's Emmy for that 1979 welefilm
Linally earned him a shot at has Lirst
feature, THIEF, which emerged as
one of the aritcal and commercial

success stories of 1981,

Mann chose o direct THE KEEP
because it was a complete departure
from his carlier, hyper-realistic film.
“In THIEF, I dealt with the natural
world—how you get i and out of
cars,” he said. “This is a special
effects movie, with strong dramatic
elements. One wrong step here and
the whole thing falls apart—which is
why Dali’s brush had one strand.”

Mann advises avoiding the novel
by F. Paul Wilson, on which the film
is based. “The first thing I did with
my screenplay was do away with all
the explanations,” he said, T wanted
1o take 1t out of the schlock horror
movie genre. THE KEEP isa tale; the
I'he
usual translation is Lary tale, which
1s wrong. Goethe, for instance, called
‘Faust” a marchen.

German word it is marchen.

Fales work on the unconscious
level,” Mann added. “You don't
explain what things mean. You
didn’t need any overt explanaton.
And a tale is not a fable. A fable, like
“The Three Pigs,” has an overt mean-
ing. Message story-telling doesn't
interest me. Nor do myths, with their
l'[]llll].l\]\ On lll'r'""! \\l]l"‘ﬂ' lll'llh“l
vou're supposed to emulate.

“With THE KEEP, I'm going {or
Ill(' maost imnitense "'\'N'f wnoees [h.ll can
be aroused in people’s hearts.”




COMING

What could be more frightening
than having a shark, teeth gnash-
ing, come right out of the screen?

When execs at the Alan Lands-
burg Company couldn’t come up
with a good answer, they came up
with JAWS 3-D, a$15million proj-
ect due for release this July.

The most expensive 3-D film
ever made, JAWS 3-D features a
new camera system developed by
Arriflex, and elaborate 3-D effects
created by Private Stock Effects.

Carl Goutlieb’s screenplay is set
at Sea World, a huge aquatic park
along the Florida coast. The day
before the park is to open, a great
white shark swims into the lagoon.

Lou Gosset, Jr. playsadeveloper

who hires Dennis Quaid to build
the park. Quaid’s character is the
grown-up son of the Amity police
chief (played in the earlier films by
Roy Scheider). John Putch plays
Qll;lid'-\ brother, who is in town
during his college's spring break.
“I've structured the film away
from the carlier JAWS pictures,”
explained first-time director Joe
Alves, who served as production
designer and 2nd-unit director for
JAWS II. ““The only relation ours
has to the earlier pictures is the use
of the shark and the two brothers.
“Because we're not filming on
the ocean 1 can make this one more
of a horror film,” added Alves. “1
can have the shark in and out of the

JAWS 3-D: SHARKS LEAP INTO YOUR LAP IN THE COSTLIEST 3-D FILM EVER

light. He's lurking about. You see
him, then you don't see him."”

By filming the shark scenes in a
huge tank, Alves eliminated many
of the production problems that
plagued Steven Spielberg (JAWS)
and Jeannot Swarc (JAWS II). But
Alves had his hands full just trying
1o work with, and around, the new
3-D technology. Weeks were lost
while camera systems were readied
and the crew [amiliarized them-
selves with the capabilities—and
limitations—of 3-D.

“It took us awhile to adapt our-
selves,” Alvesadmitted. “We hadto
learn the language.”

Although Alves had hoped to use
the 3-D effect “sparingly,” pro-

ducer Rupert Hitzig has added a
two-minute montage of 3-D shots
into the middle of the film—in-
cluding leaping dolphins and a
sliding trombone.

More sophisticated—and more
subtle—uses of the 3-D technique
are expected to come from the
film’s special effects, which involve
composites of actors and the shark
with a variety of miniature settings.
Most of the shots—which are being
composited on two strips of eight-
perf Vista-Vision, for later reduc-
tion onto a single 35mm frame—are
being filmed “dry for wet,” with
full-scale water footage electroni-
cally added on high-resolution
video equipment. Nancy Mills

STRANGE INVADERS
Nifty *50s effects are a blast from the past in
Michael Laughlin’s Vanrations on a Theme.’

By David J. Hogan

A smalltown terrorized by amenac-
ing spaceship of extraterresinals. Tt
sounds hke a plot hifted from some
grade-Z Saturday-matinee program-
mer. And i the case of STRANGE
INVADERS, it almost 1s

I'he film s an updated blast from
the past—recalling the dizey fun of
vesterday's sl while emploving the
sophisticated effects of today

Director and co-writer (with Wil-
lam Condon) Michael Laughlin has
put together an inmiguing ensemble
cast, headed by Paul Le Mat (MEL-
VIN AND HOWARD), Nancy Allen,
Louise Fletcher and Diana Scarwid
(MOMMIE DEAREST). The $6mil-
lon production is set for a November
release through Onon.

I'he film's science hicnon thrills
will be in the enjovable raditnon ol
B-pictures from Hollywood's nifty
50s, according to director Laughlin
“You can start with a basic Familian
idea,” he said, “but vou have 1o keep

improvising on it. This picture has
been like jazz, in that we're doing
vartations on a theme. The 'H0s werea
rich period for science fiction hilms,
and we've taken a similar approach
and updated 1.

I'he alien takeover of small towns
and the atendant paranoia is cer-
tainly a classic gambit of science fic-
ton films. STRANGE INVADERS,
in which the aliens may not be pre-
cisely what they appear, promises
some interesting twists. Laughlin,
whose most recent [illm was the
quirky STRANGE BEHAVIOR, has
aimed 1o emphasize plotand charac-
ter development instead of empty
razzle-dazele

“We've mied 1o make STRANGE
INVADERS a human story,” he said.
“We've ried for a more romantic and
stylized acting approach than what
has become Lashionable Litely. We've
hoped o avoid all the neuroticism
and anguish that characterizes the
work of many actors.”

Laughlin’s interest inan approach
that will capture the purity of the "50s
will be reflected i the film's visual
effects, which have been created by
Private Stock Effects (PSE), a voung

Watching the
skies are (I-r)
Kenneth Toby,
who plays an
insectoid alien;
Paul Le Mat,
Diana Scarwid
and Lulu Sylbert.

The cigar-shaped Mothership from STRANGE INVADERS hovers over the
heartland after sunset; composite and miniature by Private Stock Effects. An 18"
plastic ship—designed by production designer Susanne Moore— was combined

with a photographic background plate and air-brushed, animated clouds.

Hollvwood house that has also han-
dled opucal effects for SLAPSTICK
[13:1:4]) and JAWS 3-D.

“We've geared our approach to the
story, and have wried 1w complement
it,” said Chuck Comisky, who, along
with Larry Benson and Ken Jones,
heads PSE. “There was some great
stufl done i the "50s, and we've
expanded on that by using current
technology 1o create classic ellects
that have a partcularly rich and
colorful look.™

An early PSE composite of aflying
saucer and mammoth mother ship
hovering over a lield inthetwilight s
stunning in its design. Other opticals
created by PSE include odd Light
beams and the flight of mysteriously-
glowing blue spheres

An amusing sidelight 1o the pro-
duction was the reaction of the resi-
dents of Claremont, Ontario—a loca-
tion chosen for an unspoiled qualiy
that evokes an dealized image of the
Midwest—to the real-life strange
invaston when shooting began

“We hiked Claremont because

evervthing seems stvhized—urees area
Little greener than we remember
them,” recalled Laughlin. “Some of
the townspeople were shocked an first
to see an army of aliens marching
down the street, but Luer, if there was
a llying saucer parked behind the
church, they accepred i Tt became a
big summer vacation for them.”

Less amused were the folks at the
LS. Anir Force, 1o whom the produc-
ton company went for technical
“They refused 10 cooper-

they felt the story was
about "hittle green men,' " said
Laughlin. “ They don't seem to have
much in the way ofasense of humor

I'he mulitary establishment may
not be bowled over by the whimsical
nature of the story, but Laughlin and
producer Walter Coblenz hope that
the same audiences which appre-
ctated the gender qualities of EJT.
will embrace STRANGE INVAD
ERS, as well.

I'he hardware won't take over,

Coblenz promised. * The hilm should
work for all audiences

dASSISLance
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Christopher Reeve in flight on the streets of Calgary, Alberta.

SUPERMAN III

Lotsa laughs, warm romance & and a super case of split personality.

B\ Lurranw l)muruwc

Remaining more or less faithful to
the action formula of SUPERMAN
and SUPERMAN 11, Christopher
Reeve will return as the Man of Steel
this summer for his third mega-
budget flight.

I'he $35 million production—re-
markably, the least costly in the se-
rics—was written by David and Les-
lie Newman, veterans of the earlier
Superman films. Richard Lester,
who replaced Richard Donner to
helm SUPERMAN I, will direct.

SUPERMAN III is the story of
down-and-out Gus Gorman (played
in fine comic form by Richard Pryor),
who discovers he has a amazing apu-
tude for computer programming.
Alter he's caught using his newfound
skills to embezzle from his employer,
Ross Webster (Robert Vaughn), Gus
is blackmailed into re-programming
a weather satellite o destroy Colum-
bia's coffee crop, allowing Webster to
control the market. When Superman
saves the crop, Webster and Gorman
next attempt tocontrol the world's oil
supply, and they create artificial
Kryptonite to scuttle any possible
future super-deeds.

But instead of causing Superman'’s
death, the mock-Kryptonite just
makes him nasty, sloppy and drunk,
a personality shift that leads o an
inner conflict in which good literally
wins outover evil. Ulumately, Super-
man battles a living super-computer
ina chimactie baule thit 15eXNPeC tedto
tie in to an arcade videogame cur-
rently being readied by Atari.

As widely reported, Margot Kid-
der's Lois Lane has been all but writ-
ten out of the script, allowing
Annette O Toole (CAT PEOPLE, 48
HOURS) to emerge as Clark Kent's
new love interest: Lana Lang, hisold
heartthrob from Smallville High.

I'hough the earlier Superman fea-
tures have had their humorous
moments, Pryor’srole as the jive, fast-
talkin’ computer whiz (and the film’s
apparent abundance of low-brow
physical comedy) is expected to give
the film a lighter tone than its
lll"dl'( CSSOIS.

Although interiors were shot at
London's Pinewood Studios, exte-
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riors of Smallville and the surround-
ing wheatfields were filmed in High
River, in western Canada. Sequences
set in Metropolis were filmed not in
New York City, but in the relatvely
small burg of Calgary, Alberta. *“The
Calgary skyline is perfect,” explained
producer Pierre Spengler. And no
doubt a lot cheaper to film in.
Scenes shot there include the stunt-
filled title sequence, a Rube Gold-
berg-styled slapstick montageof prat-
falls, busty women, pies in the face,
hot dogs in the air, wppling phone
booths, a runaway seeing-eye dog,
fires, aflood, a 275-footjump by stunt
man Greg Lamb, and, ol course,
Superman. Local officials estimated
that 30,000 spectators watched from
nearby office buildings as Chris
Reeve flew through downtown Cal-
gary dangling at theendof atowering

construction crane,
You can bet that if SUPERMAN

M1 is a success, a fourth film can't be

far behind. But before that happens,
producers Alexander and Ilya Sal-
kind are planning o film the story of
Superman’s cousin, SUPERGIRL.,
who is alive and well and living in
Chicago. Production is scheduled to
begin this spring for a Christmas "84
release, under the direction of Jean-
not Seware (SOMEWHERE IN TIME)
from a script by David Odell (THE
DARK CRYSTAL,).

I'he title character—"the first teen-
age superhero in movie history,”
according to the ad copy—will be
played by 19-year-old unknown,
Helen Slater. No word has beengiven
on a possible budget, or whether audi-
ences will be exhorted o believe a
woman can [ly, 1o,

To film scenes of Superman putting out a forest fire that threatens a nuclear power
station, a two-story addition was added to an oil refinery complex in Calgary,
Alberta and set aflame. Due to the flammable chemicals present at the site, firemen
and paramedics stood by during filming, but there were no incidents.

CHRISTINE:

KING & CARPENTER

Christine, Stephen King's
new novel about a haunted
automobile, published by Vik-
ing Press, will be directed by
John Carpenter for producer
Richard Kobritz.

“It's a horror story about a
romantic triangle,” said Ko-
britz, who also produced Car-
penter’'s TV movie SOMEONE
IS WATCHING ME and the
mini-series of King's Salem'’s
Lot. “It's set in Libertyville, Pa.,
one of those small, sequestered
Stephen King towns where
nothing ever really happens. ..
Christine is the name of the
car, a 1958 Plymouth Fury.”

The script is by Bill Phillips,
who did rewrite work for Car-
penter’s aborted film version of
King's Firestarter. The film's
budget is speculated to run
about $10 million with a cast of
unknowns, and Columbia is
rumored to be in line for a pick-
up distribution deal.

LEGEND OF DARKNESS:
RIDLEY SCOTT'S NEXT
Ridley Scott's next project,
currently in development at
Universal, is an “original”’
sword and sorcery fairy tale,
being kept under wraps. Scott,
the director of ALIEN and
BLADE RUNNER, sought the
services of conceptual designer
Brian Froud, but was turned
down. Scott then hired Alan
Lee, Froud's collaborator on the
best-selling art book, Faeries, as
production designer. Rick Baker,
who hired many ol the cralts-
men who worked on THE
DARK CRYSTAL for work on
GREYSTOKE, is reportedly in
line to provide radio-controlled
puppet characters for the film.

2001 SEQUEL:
A LEGAL ODYSSEY

Producer Julia Phillips has
announced the filming of 2010:
ODYSSEY TWO, Arthur (
Clarke's sequel 10 2001: ASPACE
ODYSSEY, for release by 20th
Century-Fox. But MGM—pro-
ducer and distributor of the
original Stanley Kubrick pro-
duction—is claiming sequel
rights, and has threatened legal
action. Phillips purchased the
film rights to Clarke's book—
published by Del Ray Books, a
division of Ballantine—from
Clarke through his agent, Scott
Meredith. Steven Spielberg, an
acknowleged fan of the Kubrick
film who directed CLOSE EN-
COUNTERSOFTHE THIRD
KIND for Phillips, has been
speculated as a possible direc-
tor. Kier Dullea will be ap-
proached 1o repeat his rolt as
astronaut Dave Bowman.




SPACE HUNTER

The space opera effects of STAR WARS wedded to the action
adventure of ROAD !1’/:1RRIOR comin’ atyain glorious 3-D!

B\ Davldj Hogan

I'he canyonlands of
eastern Utah will pro-
vide an impressive nat-
ural background lor
SPACE HUNTER, an
$8 million 3-D scence
fictnon advenwre direct-
ed by Lamont Johnson
and scheduled for release
June 3 by Columbia.

The Ivan Reitman
ll'(l(lll( Lion Il)l uses on
Wolll (Peter Strauss), a
canny adventurer who
stands 10 earn a fortune if he can
rescue three women marooned on
Ierta Eleven, a planet ravaged by
plague and feadal war, Wolll's Iifeas
complicated not only by the villain-
ous Overdog McNab (Michael Iron-
side), but by Niki (Molly Ringwald),
a teenage descendant of the planet’s
original Earth seutlers. Other cast
members include Ernie Hudson,
John Wildman, Paul Boretskyi and
Andrea Marcoviccr,

SPACE HUNTER will showcase

ambitious makeup and optical el-
fects, sets, costumes and vehicles.
Columbia apparently believes the
film will hold 1ts own amid murder-
ous summer competition, including
RETURN OF THE JEDL

There's no doubt that the project
has heart; SPACE HUN ' TER isafilm
that refused o die. “Taan tconceveof
any picture having more carosshire,”
said Johnson. Ongmally tiled AD-
VENTURESIN THE CREEP ZONE,
the film ran into trouble shortly after
shootng began Ocober 18 atisolated
locations outside Moab, Utah.

Studio publicists cuphemisucally
refer 1o the problems that led 1o the
dismissal of onginal director Jean

Peter Strauss

Lalluer as “creanve dif-
ferences,” but crew mem-
bers revealed than Lafleur,
who co-wrote the ong-
inal story, had delivered
no usable footage after
two weeks of shooting.

few, if any, master shots,
and some scenes had been

camera setup. At least
one ‘Illl'"ll)l'l IDI lhl' cast
was let go at the same
ume as Lefleur—a week-
end in late Ocober than
the ¢rew dubbed “The Halloween
Massacre.”

All of Lalleur's tootage
scrapped, leading 1o a serious morale
problem among castand crew. Veter-
an Lamont Johnson (THE MACK-
ENZIE BREAK, THE EXECUTION
OF PRIVATESLOVIC, LIPSTICK)
was contacted as he was finishing an
adaptation of JACK AND THE
BEANSTALK for cable wlevision.
Johnson saw possibilities in the
script, by David Preston and Edith
Rey, but brought in writers Dan and
Hona Goldberg and Len Bloom 1o
streamline the action and one down
clements he considered excessively
vulgar.

Oniginal makeup and costume
concepts that were extremely “busy™
and colorful were abandoned. The
character of the voung girl was con-
siderably softened, Villinous King
Creep became Overdog McNab,anda
slave-ring subplot was dropped. In
eflect, Johnson—who has extensive
television experience and knows how
to work under pressure—started from
scratch, Lafleur's work is now called
rest footage.”” Two weeks alier
assuming command, Johnson hap-

wis

The mammoth Techno Sailtrain—a cross between a farm, an armored battleship
and a windjammer—rumbles across the Utah desert during location photography.

COMING

Reportedly, there were

covered with justasingle

pily reported, “Morale s
up 500 pereent. The peo-
ple are starung o work
together as they should. ™

A projected four-week
shoot in Moab stretched
10 six, partly because of
on-set rewriting, and
especially because of
the Utah weather, which
goets very nasty in late
November. Cold rain
and haill were constant
problems. Cast and crew
moved to Vancouver after
the first of the year for
five weeks of interior
shooting., Production
designer Jack Degovia
built a “cuy of junk™ n
the trusses of a Vancouver
warchouse, a city which
refleats the eclectc, can-
nibalized calure of afor-
merly technological so-
ciety that has shpped
back nto barbarous feu-
dalism. A keyv sequence
to be shot in Vancouver
takes place m an awe-
some maze controlled by
McNab.

Visual elements in the
film are a fascinaung
mix of things mechamcal and organ-
1c; vehicles, uniforms and weaponry
are composed ol random machine
parts that supposedly hiter the
planct. Degovia and prop master
Robert Jovee haunted junkyards,
hardware stores and arrcraft grave-
vards to find the sheet metal, coils,
bolts and hoses that form the basis of
their designs. The capstone ol the
design crew’s efforts 1s Degovia's
mgenious and awesome “Techno
I'rain,” a rolling combimation of
troop carrier, windjommer and fanm
Other fanciful vehicles include
Wolll's Sarambler—a hardy all-ter-
rain rover—and menacing Trikes,
three-wheeled cars drniven by murder-
OUS prrates

I'hough the look of SPACEHUNT-
ER will be remimscent of ROAD
WARRIOR, Lamont Johnson shrugs
ollany compansons, "SPACEHUNT-
ER is going 1o be a much more
romantic ilm,” he saad. “"The rela-
tnonship between the mercenary and
the Linde girl is gomg to give ica lot ol
heart, 'm not worried about unfavor-
able comparisons.”

At the very least, Tom Burman's
makeup designs should give the hihim
a unique character. He has aeated a
variety of mutated and plague-nidden
hife forms, among them lumimous-
eved “hat people” —hideously tatand
nocturnal—and a 10-foot hzard man
with o fullyv anoculated face and cowl,
Burman’'s studio has also designed
ravaged ovborg features lor Overdog
McNab, and an aruculated female
android that can flash-immolate on

Two of the Amazon-like barracuda women who
inhabit the Industrial Swamp, a former hydro-electric
generating plant that has gone to seed. When the
women capture Peter Strauss, they're not quite sure
whether to kill him or use him for breeding stock.

cue. Steve LaPorte is handling spe-
calmakeups onlocation, concentrat-
ing on the ceanon ol the Scavs,
scarred and demented plague victims
who harass Wollf and the other good
guys. Lamont Johnson was so
pleased with the early Scav faaal
appliances that he asked LaPorte and
the Burman studio 1o produce
enough for dozens of the characters.,

I'he 3-D photography that will be
seen i SPACE HUNTER utilizes an
mnovative twin-Panavision camera
svstem that gives dlear color and
images. Footage shown i datlies 1s
remarkably vivid and  effecive, as
well as casy on the eyes, Explaimed
3-D supervisor Ernie McNabhb:
“SPACE HUNTER will not simply
throw the process at the audience.
Ours will be very much in the comext
ol the story.™

Al i all, the hineup ol talem
mvolved s undemably impressive:
Mike Minor (STAR TREK IT) has
areated spaceships and shunlecrafe
spectal etfects coordimator s EC T vet
Dale Mantin:; and costumes were are-
ated by Tonyv-nominee Julie Wess.,
But the hilm’s struggle to be born is
reflected in the cautious optimism of
st Peter Strauss, a haghly-mained
actor who enjoys popularnty and
solidantcal regand. "SPACEHUNT-
ER has the potental o be
gritty story about a tough guy and a
loul-mouthed little girl,”” Strauss
sand, “Things were really screwed up
before, but Lamont has taken charke.
We're all irving 1o make something
out of this movie.”

a good,
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Vincent (right) and his weird, chiaroscuro fantasy world (left). Expressive facial
movement is animated in clay on conventional ball-and-socket armatured figures.

VINCENT

Disney backed this odd, delightful and poetic
stop-motion short to the tune of $60,000.

By David Coleman

Although it's not the
most publicized film
from the Walt Disney
Studios, VINCENT may
certainly be the most
unusual. Designer di-
rector Tim Burton and
creative producer Rick
Hemrich made the ani-
mated short bilm for
$60,000 from the studio

I'he film concerns the
anecdotes of avoung boy
who emulates his screen
idol, Vincent Price. Rather than
spending his time watching televi-
sion, doing his homework or playing
softball, the aptlyv-named Vincent
would rather be reading Edgar Allen
Poe's short stories, wiring electrodes
1o his dog for adiabolical experiment
or fantasizing about dipping his
obese aunt i a tub of boiling wax,
BAMBI it an’t

Besides its offbeat storvline, VIN-
CEN'T also has unusual animaton.,
Instead of the typical cel ammaton
F)l'll'l]t' assoctate with Disney, Burton
and Hemmrich used three-dimen-
stonal model animation

“This 1s something that Disney
hasn't experimented with oo much,”
said Heinrich, Although they had
toved with the idea of doing a« hild-
ren’s movie as a leature using dimen-
sional animaton in the past, they
have shelved the idea due 1o then
unfamiliarity. with the process, We
felt, however, that we could convinee
the hierarchy that a feature-length,
model animated film with the Disney
logo on it could be commercially fea-
sible, and VINCEN'T was our way ol
showing them.”

Once they had gotten the financial
backing of Disney vice-president
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Vincent Price

I'om Wilhite, Burton
and Heinrich began pro-
duction, along with am-
mator Stephen Chiodo
and cameraman Victor
Abdalov, both of the ill-
Lated 1 GO POGO movie.
Because the hilm wasolh-
cially an “oll the lot”
project (meaning Disney
supplied the money while
the two creators furnished
the resources), Burton
and Heinrich rented
space at Dave Allen’sami-
mation studio o shoot
the black and white, 35mm film.

Burton based the storyboards [or
VINCENT onachildren’sshortstory
he had created carlier, from which
Heinrich cast the actual ball-and-
socket models. The combinaton of
the bizane characters and the contn-
ually shilting expressionist back-
grounds produces a film that might
be termed * The Cabinet of Dr. Cali-
gari meets Ray Harnrvhausen.™

“Omne of the best things about mak-

ing this film,” said Hennich, “was
getting o meet Vineent Price.” Price,
who narates the film i rhyme, met

with the creators in December 1981,
hetore the animaton was developed.
“We were finished recording his dia-
logue within an hour. Vincent
scemed quite pleased and flattered n
the entire project.

“To be quite honest, i's some-
thing of a fluke that this film was
made at all, because 1t's very unusual
for a studio the size of Disney tomvest
in a short lilm such as VINCENT. It
shows that they are serious about
expanding and cultuvating a new
image among (ilmgoers. T think the
industry is going to see a really excit-
ing growth period at the Disney Stu-
dio the next few years.”

To nobody's surprise, Steven
Spielberg’s E.T. topped all com-
petition in 1982s box office sur-
vey. The film racked up incredi-
ble figures, comprising nearly
70% of its studio’s (Universal)
genre gross, 23% of the total genre
take, and more than 10% of the
year’s entire boxoffice. E.'T. made
more money than its five closest
genre competitors combined.

Additional analysis of the 50
Top Grossing films as reported
each week by Variety, reveals that
horror, fantasy and science fiction
films accounted for an amazing
44% of all film earnings, up
slightly over 1981's 42.9%.

Top-grossing genre films of
1982 in the Variety totals are listed
at right. Titles are indicated as
horror (h), fantasy (I) and science
fiction (sf), followed by the num-
ber of weeks in 1982 that each title
made it into the Top 50 list. Please
note that the dollar figures listed
representonly asampleof afilm’s
total earnings (averaging one
fourth of actual rentals).

Of the 424 vitles that comprised
the weekly listings, 139 or 32.8%
were genre titles, about the same
as 1981. Breakdown by genre is as
follows: 34 [antasy films, account-
ing for 8% of the total and 11.4% of
receipts; 36 science fiction films,
8.5% of the total, but a huge 20.4%
of |r.ui|nh and 69 horror films,
16.3% of the total butonly 12.1%of
the receipts.

Compared to 1981 sresults, fan-
tasy films dropped 27% in total
revenues. However, grosses [or
science fiction films skyrocketed
(a 71% increase from '81), and hor-
ror receipts jumped 30%.

In a breakdown by distributor
(below), Universal, with 11 films,
grabbed the top position with 32%
of the genre film business. The
success of E. T offset a number of
the studio’s disappointments,
including CAT PEOPLE, THE
THING, CONAN, and two 1981
carry-overs, GHOST STORY
and HEAR'TBEEPS. Paramount,
which was 1981’s big winner with
RAIDERS OF THE LOST ARK,
snagged 13.9% of the gross—a
drop of nearly 40% but good
enough for second place.

.

BOXOFFICE SURVEY: 1982 RECAP

TOP TEN MONEY MAKERS
E.T. THE EXTRA-
TERRESTRIAL (Univ, sf, 20) .. .. $76,173,803
POLTERGEIST
(MGM/UA N, 22). . ......ovvnnns $22,179,773
STAR TREK Il: THE WRATH
OF KHAN (Para,sf,14) ......... $18,874,913
ANNIE (Col,1,25).............. $13,674,985
CONAN THE BARBAIAN
(U, 0,12)......c000000n0manen $10,006,470
FIREFOX (WB, sf, g lrlile ] $9,859,775
RAIDERS OF THE LOST ARK
(Para, reg & re-rel,1,40) ......... 59,146,717
FRIDAY THE 13TH-PART Il
(P, Rl oo o i e e $9,040,380
BLADE RUNNER (WB,s1,8) ..... $7,401,997
THE ROAD WARRIOR
VL OLRT). 5o oaes sistansines $7,113,204

OTHER TOP EARNERS

AIRPLANE II: THE SEQUEL
o R S R $4,113,751
AMITYVILLE Ik
THE POSSESSION (Orion, h, 6) . . $4,497,999
BAMBI (BV, re-rel, 1,12) ....... .$3,139,7113
THE BEAST WITHIN
(UA/MGM, 0, 9)..........oovnns $1,368,730
BEASTMASTER (MGM/UA, 1, 6) . $3,561,475
THE BOOGENS (Ind, h,9) ... . ... §2,003,890
CAT PEOPLE (Univ,h,9) ........5$3,544,613
CINDERELLA (BV, re-rel, 16) ....$2,252,795
CREEPSHOW (WB,h,9)......... $6,638,189
THE DARK CRYSTAL (Univ, 1, 2) . $3,105,989
DEAD MEN DON'T
WEAR PLAID (Univ,1,8).......... $5,564,194
DEATHTRAP (WB, h,11) .. ...... $7,169,808
THE EMPIRE STRIKES BACK
(Fox,re-rel,s1,6). ............. ..$3,725.021
FANTASIA (BV, re-rel, 1, 16). . .. .. $2,285,696
GHOST STORY (Univ,h,9) ...... $3,309,741
HALLOWEEN |Il: SEASON OF
THE WITCH (Univ,h,4) ....... $4,081,518
HOUSE OF WAX (WB, re-rel, h, 9) $1,725,909
THE INCUBUS (Ind, h,7) ........ 51,993,969
IT CAME FROM HOLLYWOOD
N R R TR $2,129,094
THE LAST UNICORN (ind, 1, 6) ..$2,185,450
A MIDSUMMER NIGHT'S
SEX COMEDY(Orion, 1, 10) - $3,946,609

MODERN PROBLEMS (Fox, s1, 7) §3,503,785
NATIONAL LAMPOON'S

CLASS REUNION (Fox, h, B).. . . . . $2,096,320
NEIGHBORS (Col,1 6) .. ...$3,111,880
PARASITE (Emb,sf,12) ......... $2,827,752
PENNIES FROM HEAVEN

(MGM/UA,1,7) ........ .. $1,697,608
PINK FLOYD—THE WALL

(MGM/UA,1,16) .......... ...$5,107,194
QNS s iases .$1,560,150
QUEST FOR FIRE (Fox, sf, 19) .. . §7,044,267
ROBIN HOOD (BV, re-rel, 1,4) ... 51,863,981
THE SECRET OF NIMH

(Puin, E0K, - s % s s % s .$2,755,039
THE SEDUCTION (Emb, h, 8) . .. . $2,581,468
STAR WARS (Fox, re-rel, s, B) . .. $3,115,436
SWORD AND

THE SORCEROR (Ind, 1, 17) $6,282,069
THE TEMPEST (Col.9). ........$2,013,258
THE THING (Univ,sf, 1) ........ $4,428,773
TIME BANDITS

(Emb, re-rel, £, 11) ... .. ...$3,258,380
TRON (BV, s1,13) ... ....$6,629,102
VISITING HOURS (Fox,h,5). ... §3,328,732
ZAPPED (EMB.s1,9) . ........... $4,039,746

GENRE FILM REVENUE BY DISTRIBUTOR

Dlslrlbulor

% of Total

# of Films Eamings
Universal (Unlv) 1 $110,431,576 32.0%
Paramount (Para) 10 $47,875,240 13.9%
Warner Bros. (WB) 12 $41,256,660 12.0%
MGM/UA 13 $40,512,028 1.7%
20th Century-Fox (Fox) 8 $25,047,635 7.3%
| Columbia (Col) $22,204,001 6.4%
| Buena Vista/Disney (BV) 6 $16,996,493 4.9%
| Embassy (Emb) 9 $14,887,608 4.3%
Orion K $8,919,171 3.0%
| New World (NW) 8 $3,307,083 1.0%
All Others (Ind) $31,405,143 91% «#
« Indicates a film originally d in 1981 i T Dy




LITTLE
SHOP OF
HORRORS

Roger Corman’s
carntorous plant

eats its way into the
hearts of playgoers.

By Dan Scapperotti

Back in 1960, producer ‘director
Roger Corman introduced a flesh-
eating, blood-sucking plant named
Audrey, Jr. in his grade-B horror
film, THE LITTLE SHOP OF
HORRORS. The ilm became a
grungy classic; eating its way into the
hearts and minds of genre aficio-
nados.

Well, Audrey is back, and she can
be found munching away at a small
New York playhouse. Corman'’s film
has been transformed into a delight-
ful evening of live theater leaturing a
zny cast, hilarious songs and the
incredible antics of that carnivorous
vegetable, Audrey 11, a centerpiece
that literally upstages its [ellow
actors.

Howard Ashman’s book faithfully
wransfers Charles B. Griffith's comic
sareenplay into the world of musical
fantasy. Seymour Krelboined, the
downtrodden schnook who works in
Mushnik’s Flower Shop, saves the
business by displaying a rather exotic
plant he bought for §1.95 from a Chi-
nese florist. The plant mysteriously
appeared following a total eclipse of
the sun. However, the plant begins 1o
wither until Seymour discovers that it
thrives on fresh blood. (At one point,
Seymour tunefully protests: “I've
given vou sunlight, I've given you
rain, but you're not happy unless |
open avein.”)

Audrey I, named after the girl of
Seymour’s dreams, is restored to
blooming health, and Mushmk’s
business flourishes as the plantdraws
customers from near and far. Soon

Orin (Franc Luz) and troubled schnook
Seymour Krelboined (Lee Wilkof).

The maw of Martin Robinson’s 18-foot prop of Audrey Il suggests the advertising campaign for JAWS. Inside, Robinson
manipulates the plant. Puppeteers on either side manipulate the heads of victims, which bloom as flowers at the finale.

customers from near and far. Soon
Seymour discovers the dark sideof his
charge, which quickly omgrows s
pot. Audrey [T beginstotalk, demand-
ing “Feed Me,” this time looking for
more than a few drops of blood.

I'he Orpheum Theater, home for
LITTLESHOP OF HORRORS, isa
small Second Avenue house, perfect
for the show. Most of the stage har-
bors the [lower shop, with alleys and
fire escapes 1o the sides for ancillary
SCenes.,

I'he cast 1s uniformly good with
veteran Hy Anzell making the avari-
crous Mushnik just enough ol a
scoundrel 1o punciuate Seymour’s
plight. Lee Wilkof 1s sympathetic as
Seymour without making the charac-
ter intoa clown. Butitis Ellen Greene
as dizzy Audrey who shows the most
life. Her hisping nasal delivery is a
jov, especially when she belts out a
song or displays her secret passion lor
Seymour. Also on hand i1s Audrey's
sadistic boylriend, Orin—who enjoys
inflictuing physical pain. While Sey-
mour argues with the plant over the
latter's diet, in walks Orin and
promptly roughs up Audrey. Glee-
fully the plant bursts into arendition
of “Suppertime” crooning, “ The guy
sure looks like plant food to me.”

The wrue star of LITTLE SHOP
OF HORRORS is, of course, Audrey
II, the new breed of flyuap which
goes through lour stages before n
engulls the stage. The plant is the
product of two talents: Ron Tavlor,
who provides its deep, no-nonsense
voice; and Marun Robinson, whoore-
ated the vanous mechanical props
and choreographed their movements

Robinson studied acung at the
American Academy of Dramatic Arts,

but in 1977 landed a job with the
famous Bill Baird's Manionettes
which introduced him 1o the world ol
puppetry. As part of Jim Henson's
Muppet organization, Robinson was
featured as Mr. Snulfleupagus on
Sesame Sueet. For LITTLE SHOP
OF HORRORS he fashioned fou
versions of Audrey 11

First seen as a wilted poued plant,
manipulated as a hand puppet from
below the stage, it riples in size as
Séymour provides more and more
flesh. A larger version is carried
around by actor Lee Wilkol and 1s
also manipulated as a hand puppet.
Robinson used a fake arm which
seems to be holding the plant while
Wilkol's real arm manipulates it
from inside, an old vaudeville trick.

For the linal version ol Audrey 11,
Robinson created a huge puppet
which spreads out for nearlyeighteen
feet across the stage. Since the plam
features the faces of its victims which
bloom for the finale (a touch from the
original film), Robinson ok face
molds of each of the actors to fashion
hand puppets. Two puppeteers oper-
ate the four laces, while Robinson,
sitting inside the center of the flower,
uses his arms o manipulate the
plam

Obviously not for all wastes, LIT-
I'LESHOP OF HORRORS is never-
theless crammed with wit, charmand
boundless enthusiasm. It's an odd lit-
tle curio—demented, funny and
more than a bit silly—that has the
freshness of an after-dinner mint.

I'he only question now is which
Hollywood studio will liIIlIL; LIT-
I'LE SHOP OF HORRORS full cir-
cle, back 1o the screen again? Corman
just could be available.

Corman sells New
World, returns to
active production

In January, Roger Corman sold
New World Pictures, which he
founded in 1970, to an invesunent
syndicate for $16.5 million. Corman
will continue to produce films for
New World and act as a consultant.,

“I'm the last person in Holly-
wood who finances pictures with
his own money,” said Corman,
cinng the need o attract investment
capital as the reason for the sale,
I'he new owners have access to the
funds needed 1o make bigger films.

Also figuring in the sale was
Corman's desire 1o get away from
the day-to-day chores of distribution
and back into production. Corman
said he would hike 1o direct again,
but has no immediate plans.

Corman attends the play’s New York
opening with his wife and daughter.
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vV

Big-budget mini-
series pits earthlings
against invading
aliens yet again.

By Michael Mayo

A tentative air date of May 1 and 2
has been pegged for the big-budget
production of V, an NBC miniseries
featuring the invasion of the Earth by
a highly advanced alien race. Writ-
ten, directed and produced by Ken-
neth Johnson, a veteran television
writer, V will air during the crucial
ratings “sweeps,” which may indi-
cate NBC's confidence in the two-
part series. Boasted NBC President
Brandon Tartukoff: “V will be o tele-
vision what STAR WARS was 1o
motion pictures.”

Plot details of V are sull sketchy,
but the story begins with a Child-
hood’s End-wype invasion; the appear-
ance of huge alien spaceships hover-
ing over the world’s 50 Lirgest cines.
Friendly at first, the aliens true inten-
tions (and their actual appearance,
sans human makeup) are later discov-
ered as bands of Freedom Fighters
begin 1o resist the aliens.

I'he miniseries is reportedly one of
the most expensive TV productions
ever, hour for hour, and will rely
heavily on special effecs. Matthew
Yuricich (BLADE RUNNER, CE3SK)
is handling matte work, while minia-
ture master Greg Jein (CE3SK, 1911)
will create the spaceships and other
model work. Producuon design is
being handled by Chuck Davis, who
created five full-sized spaceships thin
can be wsed in various conhigura-
tions. Davis also used The Burbank
Studio’s huge Stage 25 1o build asin-
gle set of the Mothership's mternior,

Headlining the cast are Marc Sing-
er (THE BEASTMASTER) as a free-
Lance TV cameraman and Fayve Gram
as a chemist who becomes a leader of
the Resistance. If the miniseries 1s a
ratings success, it is presumed a con-
unuing series would be the result,
which would make it the first series
since THE INVADERS (1967-68) 10
use this theme. (]

One of V's mysterious aliens poses
before one of the full-size shuttle crafts
designed by Chuck Davis.
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THE SCORE / Some THING new from Ennio Morricone

By Randall D.
Larson

While lalian com-
poser Ennio Morri-
cone reached interna-
tional recognition and
fame for his work in
the Italian western
genre—particularly his
scores [or Sergio Le-
one's landmark tril-
ogy, THE GOOD,
THE BAD AND THE
UGLY; FOR A FIST-
FUL OF DOLLARS;
FOR A FEW DOL.-
LARS MORE — his
occasional scores for
fantastic films have,
until recently gone
unnoticed.

Many of his earlier
scores in this genre,
were borderline en-
tries; semi-horror thrillers such as
BLUEBEARD, and a trio of films
for Dario Argento (before the direc-
tor took to scoring his pictures
with his own rock group, Goblin).

His first wue-to-the-genre hor-
ror film, EXORCIST II: THE
HERETIC (1977), contained a pre-
dominantly atonal score for harsh
woodwinds, raspy vocal wails and
pounding piano, while at the same
time contaiming one of his loveliest
themes (using plucked acoustic
guitar and strings) to represent the
human side of Regan.

In these works, along withscores
for ORCA, HOLOCAUST 2000
and ANTICHRIST, his music is
melodically simple, often includ-
ing unusual sound sources; its
greatest power achieved in orches-
tration and repetition. From free-
form atonal sounds to full-blown
symphonic overtures, Morricone
has left few musical areas unex-
plored. All of which goes to show
that Morricone’s versatility and
distinctive stylisms have carried
over nicely to the fantastic genre.

His latest such score for John
Carpenter’'s THE THING, how-
ever, is something of a paradox.

Carpenter had scored each of his
previous feature films himsell,
employing subtle, repetitious and
often effective synthesizer themes.
He had wanted to work with Morri-
cone for a long time, though, and
when THE THING was in pro-
duction he decided 1o ask Morri-
cone to provide the music,

I'he resulting work is an omi-
nous, heavily atmospheric score
for strings and keyboard that sug-
gests thie bleakness of the Antarctic
research station and the unpredic-
table alien-ness of the shape-
changing creature.

But is it a Morricone score?

Italian film composer Ennio Morricone.

As one reviewer stated previously
in these pages [13:1:49], it seemed
as though Morricone “strove to
reproduce the electronic Carpenter
ambience, instead of suffusing the
score with his own personality.”
True: the music for THE THING
is very much a John Carpenter
score, nonetheless effective, but
something of a disappointment to
those expecting something unique
from Morricone.

“It is not just that I write the
music I want,” Morricone said.
“The discussions with the film
director are essential.”

Carpenter had flown 1o Rome to
discuss what he wanted in the
score, conveying his impressions
to the composer through an inter-
preter, since Morricone speaks no
English. Carpenter wanted a “cold”
score, et one not totally without
hope. The two of them played the
piano to each other as the ideas
evolved.

“There was a lot of thinking
about the subject,”” Morricone
said. “We had another meeting in
Los Angeles, where we rediscussed
and corrected things that had been
done in Rome. Then I composed
and recorded the music, and I am
very satisfied with the result.”

Morricone wrote a great deal of
music for THE THING, of which
only a portion was used in the film.
“l gave John much more music
than he actually needed, and we
then came to an agreement to
choose one piece in particular o
put in the film.”

Morricone describes the princi-
pal charactenisuc ol the score as
being a static theme in which noth-
ing much really happens. “Itseems
1o suggest that something is going
to happen,” the composer said.
“However, nothing happens.”

I'he music was ap-
propriate, according
to Morricone, since the
film uself ends with a
question mark. “That
moment is a mixtureof
hope and despair,” he
said. “"Hallucinated
hope and despair, as
expressed in the music.”

While the influence
of John Carpenter
scems to be strongly
felt throughout the
score, Morricone sug-
gests otherwise, 'l
would say that I am
even more me in Car-
penter’s film than in
other cases, I mean, the
music is more ‘diffi-
cult.” " Though Morri-
cone is known for his
soaring melodies and
dynamic rhythms, he
actually prefers 1o write music
that's linear and unstructured,
music that he terms “difficule.”

“Sometimes you can insert ‘diffi-
cult’ music,” he said. “But now
and then the music has to be ‘cas-
ier.” To auentive listeners, it may
sound better, but to many others it
may sound worse. Many people
just don't understand it at all.”

Morricone found little difficulty
in adapting to the brutal subject
matter of THE THING, although
he did not really consider it a
science fiction [ilm in the same
sense that his previous genre film,
I'HE HUMANOID, was. “The
Carpenter [ilm is not scence fic-
tion, it's lantasy, in the sense that
there are strange things that
happen. But that’s not enough to
be science fiction. Thisfilmismore
psychological.”

While there are those whowould
have preferred more Morricone
and less Carpenter, the score does
seem to fit Carpenter’s vision quite
appropriately. There's an ecrie,
awesome beauty in the grotesque-
ness of Carpenter’s shape-chang-
ing alien; likewise, Morricone's
atmospheric tonalities and “diffi-
cult” motils carry an eernie, indis-
tinct beauty of their own.

Ennio Morricone is far from fin-
ished with the [antastic genre.
Since THE THING, he has scored
I'HE TREASURE OF THE FOUR
CROWNS, a3-Dfilminthestyleol
RAIDERS OF THE LOST ARK.
In addition, he will also be scoring
an lalian production of HER-
CULES, starring Lou Ferrigno
(THE INCREDIBLE HULK).

Knowing Morricone's unpredic-
tability, one thing can be said for
certain about this score; the results
will probably be unexpected, but
certainly welcome.




BOND VS. BOND
Sean Connery is back as agent 007. So is Roger Moore. Which Bond will audiences go for?

By Lee Goldberg

“T'he name 1s Bond. James Bond."”

When Sean Connery says his first
linein NEVER SAY NEVER AGAIN
he'll be doing more than garnering
thunderous applause.

He'll be declaring war.

Connery can be seen asasheep who
strayed only toreturnasthe wolf prey-
ing on the flock. After playing Bond
in six Albert R. Broccoli produced
adventures, Connery isreturning this
summer to do boxoffice battle with
Broccoli’s 13th Bond film, OCTO-
PUSSY, starring Roger Moore as
Bond. Both films open this summer.

Industry insiders predict that
NEVER SAY NEVER AGAIN will
do better business in the UL S, than
OCTOPUSSY, which is expected 1o
capture the lion's share of the 007
audience abroad. The biggest winners
will be the Bond fans themselves,
who will be getting a double dose of
007.

Moore is playing Bond for thesixth
time in OCTOPUSSY, which begins
as a plot to steal the priceless Faberge
Egg and soon develops into a mon-
strous scheme of world-endangering
proportions. Once again Bond is sur-
rounded by the usual bevy of women,
headed by Maud Adams in the utle
role, and is outfinted with such dandy
gadgets as an acid squirting pen.

John Glen directs from a script
written by Richard Maibaum and
Michael G. Wilson, whichis basedon
a wreatment by George MacDonald
Fraser from the Lan Fleming short-
story, "Propenty of a Lady™ (included
in the book Octopussy). Robert
Brown replaces the late Bernard Lee
as “M" while Louis Jourdan steps in
as the villain Kamal Khan.

Maibaum, who like other OCTO-
PUSSY personnel is bound to secrecy
as far as the plot is concerned, said the
film [ollows in the footsteps of FOR
YOUR EYES ONLY and will down-
play gadgeuy and camp in favor of
“incredible action sequences.”

NEVER SAY NEVER AGAIN,
meanwhile, is basically a remake ol
IFHUNDERBALL., the highest gross-
ing of the Connery Bond films, and
stars Edward Fox as “M,” Bernie
Casey as 007's CIA nend Felix Léiter,
Barbara Carrerra as the seductive
Fatima Blush, Kim Bassinger as
Domino and Klaus Maria Brandauer
as Blofeld's swoge, Largo. Blofeld
has not been cast, and Q and Miss
Moneypenny are not part of the film.

Irvin Kershner (THE EMPIRE
STRIKES BACK) is the director; Ste-
phen Grimes, who worked with Peter
Yates on KRULL, 1s the production
designer; and Les Dilly, who won
Oscars lor his work on RAIDERS OF
THE LOSTARK and STAR WARS,
1s the supervising art director.

“The fact that Connery is doing
this [ilm 1s the sole reason 1t's getting
made,” said Lorenzo Semple Jr., who

Screenwriter Lorenzo Semple, Jr.

wrote the screenplay, “Connery has
an unusual amount of control because
itdepends on him. He isvery muchin
charge of this production.”™

I'he production is the end resultof
a decade-long legal baule between
Broccoli and Kevin McClory, who
produced THUNDERBALL lor
Broccoli from a weatment he wrote
with Bond creator lan Fleming and
writer Jack Whittingham.

McClory sold the licensing rights
for ten vears 1o Fleming, who turned
the material into a book and sold it to
Broccolt and United Artists when the
rights reverted back o McClory. In
the late "70s he announced the pro-
duction of a THUNDERBALL re-
make entitled WARHEAD, written
by himself, Connery and novelist Len
Deighton, Broccoli and United Artists
took McClory to court and lost, but
McClory failed 1o make the project
materialize alter several vears of on-
agam-oll-again announcements.

At one point, Paramount Pictures
was reportedly backing WARHEAD,
with Orson Welles cast as Blofeldand
I'revor Howard as M. McClory
also threatened Broccoli with the
prospect of turning James Bond into
atelevision series alter inancing as a
feature [ilm proved elusive.

Semple aredus entertammnet law-
ver-turned-producer Jack Schwartz-
man with making the projectareality
at Warner Bros. "WARHEAD never
got ofl the ground because McClory
was supposedly “a very difficult per-
sonality,” " sand Semple. T heard that
as long as McClory was not acuvely
connected with the picare it would
get made, Schwartzman pursuaded
McClory to take his money and step
into the background. In effect he
arranged for McClory to getout.”

NEVER SAY NEVER AGAIN 1s
not touted as a remake but as a rea-
dapration of the same material from
which the movie THUNDERBALL
was made. Sound confusing? Well it

COMING

is, even 1o Semple, who had o tangle
with the legal subtletes throughout
the writing of the script.

“The film has 1o be sufficiently
close to THUNDERBALL so we
couldn’t be accused of making a
totally different film,” Semple said.
“At the same time, however, i's not a
remake. It's a parallel story based on
several early screen weatments and
drafts. It's sull about the hijacking of
two cruise missiles by SPECTRE,
but, for legal reasons, they are being
treated as a new organizaton, We
don’t have Bond sayving, ‘Oh, SPEC-
I'RE agaim.””

Although Bond is brought out of
retirement in this caper, litde notice
1s paid 1o his age. He's sull as agile
and mventve as ever, Sull, the Secret
Service 1sn't wild about renewing his
license 1o kill

“They don’t want him back atall,”
according to Semple, whose film
writing credits include FLASH
GORDON and THREE DAYS OF
I'HE CONDOR. “In fact, he forces
his way back in. Times have changed
His type of thing just isn’t done any-
more; it's all done with computers
now. They don’t approve of uncon-
llu“.lhirn]u'l.lll\l‘\.

“In the onginal draft Bond was
working in Scotland on a North Sea
lishing boat,” continued Semple. “In
the linal version, he never really lely
the service. He was given thas nidic-
ulous job of going up to Scotland,
watching for Russian subs from a
fishing boat. He was inthe service but
not really in it. Bond was safely out of
the way.”™

Because Semple hasn't been in-
vohed with the hilm since he com-
pleted his script, he isn't certain how
much of his story was captured on
celluloid.

“I'm not sure what the opening
stunt 1s,” he said. 1 hear that the one
we wrote 1s going to be o diflicultio
shoot,” he sad. At one pomt we
considered not having a theme song
or an opening stunt, but we decided
that might confuse the audience.”

Semple attempted 0 capture the
flavor of the early Bond films and
downplay the special effects in his
script. But not all the gadgets and
wizardry will be missing. Warner
Bros. subsidiary Atan designed an
clectronic game which figures in a
key sequence when Bond bestsvillain
Emilio Largo at some arcade fun,
Bond-styvle. The game transmits elec-
tric shodks 1o the loser through ns
jovstick controls, and displaysaholo-
graphic airplane baule

ITHUNDERBALL was noted [on
s remarkable underwater scenes,
including the climactic deep-sea bat-
tle between Bond and SPECTRE
However, Bond will barely get his
feet wet in Semple’s adaptation.

“Weallfeltunderwater stufbf is basi-
cally boring,” Semple said. 1 mean,
it's all in slow motion to begin with.

We were required to have an under-
water battle more than we wanted
one.”

As for the ending, Semple has no
idea what sort of chimax has been
planned. “I'm sure I'll barely recog-
nize the ending when I'seeit,” he said.
“There were various endings on it. [
had a tag where Bond contrived it so
everybody thought he was dead, but
in a surprise ending we discover he's
really alive and on an asland with a
girl. I hike that. But I think the film-
makers feared that was oo soft. They
want the film o end with big explo-
stons and then get the curtain down
as quickly as possible.”

Semple isn’t sure how much of his
script has been used or what's been
changed. Franas Ford Coppola is
rumored to have done an uncredited
rewrite job on Semple’s screenplay.
Producer Jack Schwartzman is mar-
ried to Talia Shire, Coppola’s sister.
Coppola’s publicist, Bruce Feldman,
called the rumors “far fetched.”

Saud Semple: “Lean'timagine Cop-
pola making it worse. It would be an
honor, but I'm sure it never hap-
pened. The biggest fear T have is
about changes made on the set at the
spur of the moment by enthusiastic
actors and directors.”

Sean Connery returns in July as agent
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RETURN OF THE MAN FROM U.N.C.L.EE.
Super-spies Napolean Solo and Illya Kuryaken are back in business.

By David J. Hogan

Our cultural cenmrifuge whirls
from past to present (o past again,
Along its journey, it picks up a few
fascinations, buries a few more, and
exhumes some old ones for a new
generation. Sometimes it unearths
something frightening, but in the

case of THE RETURN OF THE

MAN FROM UN.CLE.: THE 15
YEARS LATER AFFAIR, it brings
us an entertainment that was, and
probably will be, fun.

I'he telefilm (scheduled for airing
in May) stars Robert Vaughn and
David McCallum, reprising their
respective roles as secret agents Napo-
leon Solo and Hlya Kuryakin, Patrick
Macnee (as Sir John Raleigh, succes-
sor to the late Leo G. Carroll’s Mr.
Waverly), Anthony Zerbe, Gayle
Hunnicut, Keenan Wynn, Simon
Williams, Geolfrey Lewis and Tom
Mason will also appear in the CBS
Viacom remake.

Producer writer Michael Sloan, a
longtime U.N.C.L.E. fan, based his
script on a treatment he had writtenat
age 19, during the series’ original run.
The plot finds Solo and Kuryakin
called back to active duty after the
prison escape of the headof THRUSH,
the organization of worldwide vil-
lainy. A defecting Russian ballerina,
the KGB, and plenty of old grudges
figure in the action.

I'he teleplay’s history is probably
as intricate as its plot. MGMownsthe
rights of the U.N.C.L.E. series, and
expressed interest in a theatrical ver-
sion until Michael Sloan introduced
the idea of turning it into atelevision
version. The studio later passed the
proposal to its television division,
and finally lost interest alogether
after a year of negotation with CBS.
Sloan ook his script o Viacom, who
purchased temporary rights from
MGM and made a deal with CBS.
After the film s welecast (itwillreceive
theatrical distribution in Europe) all
rights will revert to MGM.

A key ligure in the update was vis-
wal consultant Robert Short, an avid
fan of the original series who had

The new U.N.C.L.E.
gun—a pistol that
converts to a rifle—
built around a
Heckler-Koch P-7
9mm pistol. The
gadget-laden gun
is to the U.N.C.L.E.
series what the
Astin Martin is to
James Bond.

handled effects chores on
STAR TREK: TMP, the
special editon of CE3K
and E.T. His chief con-
cern was maintaining
the integrity and look of
the original series.

“1 kept telling people,
“TI'his 1sn’t just a cops-'n-
robbers show,”” Short
remembered, © “This has
to be done right.” Because
of all the mistakes on the
first STAR TREK movie,
I was very aware of how
wrong you can go with
tone and the design of
little things. STAR
TREK had so many
inappropriateclements
that I didn’t want 10 see
the mistakes repeated on
U.N.CL.E.”

Short prepared a reel
of onginal U.N.C.L.E.
episodes (the series ran
from 1961-68) for direc-
tor Ray Austin, a former
stuntman who inthe '60s
and "70s directed many
episodes of the THE
AVENGERS and THE
SAINT.

“I wied to show Ray
the tone of the villains, the balance
between humor and action, and the
structure of the show,” Short said.
“But I was only as effecuive as the
people who were willing to take my
advice. After the various department
heads came up with their designs for
props and costumes, I advised them
about changes 1 felt needed 10 be
made. For instance, they wanted
jumpsuits for the UN.C.L.E people
that turned out to be very close to the
old THRUSH uniforms. I mixedand
matched, and brought the designs for
both organizations more in line with
what had been.”

In a time when an average theatri-
cal feature comes in at about
$10 million, the $2.2
million al-

-
lowed the

UN.CLE. lilm
wis a real obstacle.
Fortunately, there was
not a lot of activity in Hollywood at
the time shooting got underway, soa
particularly skilled and resourceful
crew was available. Money was saved
by clever locaton scouts who sug-
gested that a section of Hoover Dam
be used for THRUSH headquarters,
and that the gaudy Ann-Margret
suite at Caesars’ Palace double for the
office of THRUSH's head honcho
(Zerbe).

But a dayv or two was lost when
weather in Las Vegas didn’t cooper-
ate, and Short had 1o push o see that
extra tme and attention was given to
props and other detals. He had ac-
quired loads of original props at the

1/

Above: Robert Vaughn as

super spy Napolean Solo,

in a pose from the 1960s.
Inset: Vaughn today.

big MGM auction of a decade ago,
and used many of them for the
remake. Short also assisted indesigns
for a shoulder holster and the famous
U.N.C.L.E. gun.

“Michael's original script had no
provision for the UN.C.L.E. gun—u
just said ‘gun.” We suddenly realized
the gun's importance and gottogether
with some of the other designers, We
pounded out a prototype that's
sleeker than the original, but that is
clearly identifiable as an UN.C.L.E.
gun. Michael liked it so much he
rewrote the script to call attention 1o
i Tronically, viewers won't see one
of Short's prized possessions: theorig-
inal gull-wing ¢ featured in the
series, which he had restored on his
own. “There was just no place for 1t
in the script,” he sighed.

Another of Short’s automobiles
was pressed into service for a light-
hearted sequence involving a“myste-
rious stranger’” in an Aston Martin
DB-5 who comes to the assistance ol
Napoleon Solo. Audiences will see
the stranger’s Walther PPK pistol
and the initials JBon the Aston-Mar-
tin’s license plate. And the actor play-
ing the “stranger’'? George Lazenby,
the “forgotten’ star of ON HER
MAJESTY'SSECRET SERVICE.

Short's excitement on this project
comes, in part, from asense of nostal-
gia. "My [riends and I used to make
U.N.C.L.E. movies in junior high,”
he said, “Working on the film 1t
seemed like was 13 years old agaimn.”

Actor Robert Vaughn shared sim-
ilar feelings. “THeelasthoughit's 1966
every time [ put on the tuxedo,” he

chuckled.

RETURN TO OZ:
KURTZSET TO ROLL

Production will begin this
summeron RETURN TO OZ,
producer Gary Kurtz’s follow-
upto THE DARKCRYSTAL.
The live-action film, to be pro-
duced by the Disney Studioand
filmed in London, will be
directed by Oscar-winning
sound mixer Walter Murch
(APOCALYPSE NOW, THE
CONVERSATION), who is
co-writing the script with Gill
Dennis.

The film is reportedly based
on two of Frank L. Baum's sto-
ries, Ozma of Ozand The Emer-
ald City of Oz, and concerns
Dorothy's attempt to save the
Scarecrow from some terrible
trouble. To limit comparisons
with the classic MGM version,
the film won't feature songs,
and will be far less stylized.

STAR TREK III:

NIMOY TO DIRECT

After extended negotiations
with Paramount—and to no
one's surprise—Leonard Ni-
moy has agreed to reprise his
role as Spock for a third time.
Filming of STAR TREK III:
THE SEARCH FOR SPOCK
is expected to start around
August, for a planned summer
"84 release.

The big surprise, however, is
the announcement of Nimoy
as director, no doubt one of his
demands to reprise his role.
Nimoy's previous directing
credits have all involved TV
shows: MISSION IMPOSSI-
BLE; T. J. HOOKER, Wil-
liam Shatner's current series;
and THE POWERS OF MA'T-
THEW STAR, which by no
coincidence is produced by
Harve Bennett, the writer and
producer of STAR TREK II1.

DEADLY EYES:
IT'S A DOG’S LIFE

Studio publicists are keep-
ing a tight lid on the story of
and behind DEADLY EYES,
the tale of giant rats loose in the
sewers of a major city. The Ca-
nadian production was directed
by Robert Clouse (ENTER
THE DRAGON, THE ULTI-
MATE WARRIOR) and fea-
tures a number of trained dogs
wearing [ull-body rat costumes
for the action scenes.

Though the film is sched-
uled for an April release, publi-
cists are reluctant to reveal
much about the dogs. ' Just as
Universal did with JAWS,” we
were told, “we would like o0
keep (the dogs) topsecret.” Pre-
sumably, audiences will believe
giant rats were trained for the
film, just as Robert Shaw was
bitten in half by a real shark.




RIVENGE OF THE JEDI
STAR WARS creator George Lucas finally
decided hus title didn’t make sense after all.

By Frederick S. Clarke

Quietly, while teaser railers were
unspooling in thousands of theaters
across the country, the title of RE-
VENGE OF THE JEDI—the $35
million wrap-uptothe STAR WARS
trilogy—changed 10 RETURN OF
I'HE JEDI The news, first reported
by svndicated colummnist Marilyn
Beck, ook distributor 20th Century-
Fox and the film industry by surprise.
Lucasfilm, producers of the film,
made noannouncement of the change,
but confirmed the report.

Writer, executive producer and
STAR WARS areator George Lucas
had changed his mind again. The
movie'soriginal script was called RE-
I'URN OF THE JEDI, but Lucas
wanted a harder, more commercial
title and himself suggested RE-
VENGE, even though that title made
no sense. As reported by this maga-
2ine over a vear ago (12:4:8), the words
“Revenge” and “Jedi™ are mutually
exclusive by definition.

“It's Lucashilim’s decision,” said a
publicity spokesman for 2ih Centu-
ryv-Fox. “Fox has linle sav. George
Lucas himsell started calling it RE-
I'URN again.”

I'he abrupt manner of the title
switch is seen as further strain on
relations between Fox and Lucas-
film. Rumor has it that an carly nft
occurred when Lucas sareened THE
EMPIRE STRIKES BACK for Alan
Ladd Jr. at the Ladd Company 21
hours before it was shown o Fox
exccutives, Lucas is also said 1o be
unhappy over Fox's decision last year
o release STAR WARS o elevision.

A Fox spokesman ook great pains
to point out that his company wasn't
mifled at the utle change, but made it
equally clear that Fox wasn't exactly
pleased, either. When asked about the
relationship between Fox and Lucas-
{ilm, the spokesman deadpanned,

STAR WARS creator George Lucas.

VADER VS. EWOKS is a major set-
piece of RETURN OF THE JEDI. Ewoks
are cute furry creatures that live in tree
houses who battle the Empire when
their forest is invaded by Walkers. The
Ewoks' design, George Lucas’ attempt
to comer the lucrative Teddy-Bear toy
market, is being kept top secret.

“I's as good as it's ever been.”

And that hasn't been very good,
ever since Alan Ladd Jr.—who gave
Lucas the backing 1o hilim STAR
WARS—Ileft Fox 1o lorm his own
distribution company. Trade specu-
lattion 1s that RETURN OF THE
JEDI will be the Last of the STAR
WARS [ilms to be handled by Fox,
and that Lucas will seek other distri-
bution tes for two planned mlogies
set before and after the saga of Luke
Skywalker.

A spokesman for Lucashilm was
reluctant o discuss their relationship
with Fox when asked whether the
studio had been nothied i advance
of the utle change, saving, “That's
between Fox and Lucasfilm.” Lucas-
film's representative also told a
markedly different story behind the
reason for the film’s tile change,
denying that George Lucas had ever
{lip-tlopped on his decision.

According 1o the rep, RETURN
OF THE JEDI was always to be the
film’'s title and REVENGE was used
only as a smokescreen. The rep com-
pared the use of REVENGE 1o call-
ing the film BLUE HARVEST 1o
disguise its shooting in Arizona. But
asmokescreen for what?

I'he answer to that question lies in
JEDI's super-secret screenplay, the
details of which have beenrevealed by
a source close to the production. The
Jedi of the wtle s also the “other
hope™ 10 which a ayptic bit of dia-
logue m THE EMPIRE STRIKES
BACK relers: Luke's tather, In RE-

I'URN OF THE JEDIL Darth Vader
overcomes the dark side of the Force
and dies inasupreme actol sell-sacn-
fice that saves the Rebel Allance,
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Vader isdead, but the spiritof the Jedi

wirrior that was Luke's Lather before

he turned o evil returns—sans Vad-
er's costume—in ghostly form.

You'll remember the Lime device
i THE EMPIRE STRIKES BACK
of having Alec Guiness as Obi-Wan
Renobi return i specral form? Well
RETURN OF THE JEDI is Littered
with such ghosts. Besides the spiritol
Vader Luke's father (plaved by an
actor other than David Prowse, who
plavs Vader), Guiness returns as the
ghostly Obi-Wan, and Frank Oz and
puppet plav a speciral Yoda, The
wizened Jedi master dies of old ageon
Dagobah, in Luke's arms, Ordoes he?
Apparently nobody ever dies in
George Lucas” galaxy, far, Liraway —
they just turn into optical effeas.

Lucas himsell in unsure how L he
can stretch that gag. He shot the
film’s ghostly happy ending three
wiavs—with Obi-Wan, Yoda and
Luke's father; with Obi-Wan and
Yodi; and with Obi-Wan alone—all
filmed against a black backdrop for
optical double exposure

Also very hush-hush ar Lucastilm
is the introducton i the film of cune,
furry characiers called Ewoks, created
by makeup artst Start Freeborn and
plaved by midgets in suits. With the
look of a cuddly teddybear, the Ewoks

wear fierce skull-like masks and are
shown briefly in the fust REVENGE
OF THE JEDI wrailer sunounding
Princess Lewa with spears.

I'he Ewoks figure i a rousing,
cheering action scene when they
mount-up on flving speeder bikes 1o
do battle with stop-motion Imperial
Walkers in the process of burning
down thenr forest. Outdoor scenes
were filmed amid the owering red-
wood trees ol Crescent City, Cahilor-
nia, with sets of the Ewoks nee-hut
village butlt to match an EMI Studios
m London. The aeatures are termed
by an on-set observer to be “not very
convincng.” Mechanical eves, oper-
ated off the tongues of performers
imside the sunts, were said 1o have
caused problems.

Other highlhights ol RETURN OF
THE JEDI: R2D2 releasing Han
Solo from his reeze-dried wombat the
beginning ol the movie: R2 captured
and pressed o service as a drinks
wanter ata Cantna-like parey thrown
by Jabba the Hut, a hive-foot mechan-
tcal slug-hike creature (prctured
15:2 15:3:7); and Princess Leta wean-
mg . '\.llllllu'-[\lu costume 1Iunu.; o
seductve danee, £

And so ready or not, the force will
be back, May 25th, when RETURN
OF THE JEDI opens 0O
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by Paul R. Gagne

I'he assignment seemed simple
enough: create a roomflul of walk-
ing, stalking mummies; transform
rock star David Bowie into a 150-
vear-old ex-vampire; and devise an
ingenious way to kill off Catherine
Deneuve, who plays an immontal
near-human creature who feastson
human blood

Simpler Well, notreally. Butvet-
eran makeup artist Dick Smith
(THE EXORCIST, ALTERED
STATES, TAXI DRIVER) loves a
good challenge, and thought he'd
|||'|'|l about six or seven months to
handle the makeup effecis tor Tony
Scott’s THE HUNGER, which is
due tor release this fall from MGM.

But a funny thing happened on
the way 1o the studio: Dick Smith
got stumped.

“There were several tnmes
during preproduction when 1
felt that 1 was going 10 have a
breakdown,” confessed Smith
“I'd go storming out ol the
house just to get away from it
all, so I wouldn't go bananas
and tear something up inarage
ol trustanon.”

Although aging David Bowie
through several stagesof oldage
makeup was probably the most
crincal makeupassignmentsto-
rv-wise, preparing loraseries ol
shots of distntegratung mum-
mies—needed as aset-up lor the
film’s climax—proved 1o be the
stumbling block for Smith and
his crew

I'hev gave us about seven
months todo the work, whichat
the time seemed 1o be ade-
quate,” Smith recalled.
turned out to be barely enough
because we had so much unex-
pected difficulty working out
the crumbling mummy effects
I'hey ook much, much longer
than planned. Fortunately,
director Tony Scott ran abourt a
week over schedule, and that
wars exactly what we needed 10
finish up the work, pack every-
thing up and getitover theren
ume. Irwasa close call, and one
ol the most harrowing assign-
ments ever. Fhe
temendous, as bad as AlL-
F'ERED STATES [see 11:1:11],
and I swore I'd never get imo
that kind ol hx again.”
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David Bowie’s old-age makeups
were a dream assignment,
but making mummies crumble
was more like a nightmare.

Although the ultumate success ol
I'HE HUNGER [13:2 13:3:5] will
not rely on makeup effects asmuch
as, sav, ALTERED STATES o
I'HE THING, Smith’s work was

crucial o illustrating one of the

film's central premises: the rapid
aging of vouthful-looking people,
up to 150 vears old and bevond.
I'he story is based on Whitley
Strieher’s best-selling novel (see
sidebar, page 22), and revolves

around a stange, beautiful woman
named Miriam, plaved in the film
by former model Catherine Deneuve.
Mirtam looks human, but 1s actu-
ally i member of a dwindling spe-
cies that lives for thousands of vears
without aging, sustained by con-
suming human blood.

But Miriam isn't vour conven-
tional vampire. As producer Rich-
ard Shepherd explaims: “Her race
has alwavs been among us, Miriam

Dick Smith poses in his basement workshop with a dummy fitted with David Bowie's old-age

makeup for THE HUNGER, including a belly pad and bony leg appliances.

makes a reference o her people
being a migratory breed, as indeed
vampires of legend are. But there’s
NO ONE 1IN a cape or tming into a
bat in this movie. These are elegant
people with great knowledge of the
arts, living in this incredibly beau-
tiful townhouse in New York, sur-
rounded by the artifacts of the
centuries,”

Although Mirtam 1s lorever
voung and beautiful, she s also
lonely, with human acquaintances
dving off after a few short decades.
So she takes lovers, altering then
very body chemistry so they can
share—at least for a few centunies,
anvwav—her cternal youth, feed-
ing together on human blood. But
Miriam's lovers are stll human,
and their “Fountain of Youth”
ultimately runs dry. Her lovers
suddenly have an increased
craving for blood, a hunger that
icreases in ferocity even as 1t
decreases in its ability o fight
off the ravages of ume. In the
end, Miriam’s lovers simply
wither away to bone and sin-
cew—not really dead, but not
quite alive, either.

With his prior experience in
aging actors reahistcally—in-
cluding Max Von Sydow in
ITHE EXORCIST, Marlon
Brando in THE GODFATHER
and Dustin Hoffman in LIT-
I'LLE BIG MAN—Smith was a
likely choice to execute the var-
ious stages ol aging needed for
David Bowie and Deneuve, and
the mummy-like forms that hg-
ure heavily in the film’s violent
ending.

In comparison to the crum-
bling mummies, David Bowie's
multi-part appliance makeup
wis a cinch, Once Smith and
director Tonvy Scott worked out
the first point where appliances
\\'Plllll IN']“'l‘(l"l!*\\]“'ll Ig' l\\]l"‘l
character ages to about 55 years
old), and the -\lljhl'lllll‘ln slages
needed (60, 75, 90 and 150 years
old), Smith was lefron his own

“What is unusual, and what
issointrguing about this job, s
the whole marvelous progres-
sion,”” Smith explaimed. “It's
one thing 1o geta 150-yvear-old
makeup to do, but o lead up o
it with a whole senes ol charac-
ter makeups 1s uite an exeraor -
dinary event.”



Left: A former human lover of
Miriam’s who has withered away until
only a mummy-like shell remains.
Carl Fullerton creates one of

, tailor-made mummy suits

i the film's climax. Foam latex

on a plastic dropcloth,

directly onto a leotard, and
molded by hand. After

1x had set, the dropcloth was

. To make sure the suits

y. mannequins were

molds of each actor's

Fullerton works on a

arm, designed lo strap

} mummy suits and break

weight is applied to it.




Bowic appears about his own
age—mid 30s—throughout much
of the film, and early stages of the
aging progression were handled by
the film's regular makeup artist.
From 55 years old on up, a series of
increasingly complicated appliance
makeups were devised by Smith,
culminating in a bald, lumpy head
reminiscent of the makeup worn by
Dustin Hoffman as the 12]-year-
old Indian in LITTLE BIG MAN.
“Bowie's makeup doesn’t look that
much like Hoffman's,” Smith said.
“But when you get thatold, the best
thing that you can do is to have a
guy virtually bald, and o have a
lumpy, skull-like head. That im-

mediately makes them similar.
I'hen, obviously, you're going to
have a droopy nose, a caved-in
mouth, and droopy eyelids. So all
those things have a certain superfi-
cial similarity.”

In addition to wearing applian-
ces on his face and hands, Bowie
wore contact lenses and a number
of body appliances prepared by
Smith, including belly pads, a
large hump, and appliances that
went on his thighsover the kneecap
to give the impression of bony legs
through his clothes. “Tdidn’t want
vou to see Bowie's nice, full, round
thigh,” Smith explained. “Bowie,
being a skier, has rather heavy

Makeup artist Dick Smith—wearing a special attachment
a slip mask of David Bowie's old-age appliance makeup, worn by a stunt man who tumbles down a flight of
bled from the individual foam latex appliances designed
1o fit Bowie at the most advanced stages of the aging process (see sequence, above). Smith also used the
a dummy head of Bowie, needed for a scene where Catherine
weightless body of John Blalack up to his coffin in her attic.

stairs near the film's climax. The mask was assem

highly-detailed appliances to construct
Deneuve carries the apparently near-

upper legs, so this helped camou-
flage that”

Smith does not have much direc-
torial control over sequences m-
volving his makeup ellects (of
active makeup artist, only Rob Bot-
tin enjoys that type ol power).

Accordingly, heis frequently at the

mercy of directors who call for last-
minute changes in story and stag-
ing, resulting in weeks of lost labor
and requiring him to improvise
last-minute solutions. Such was
nearly the caseon THEHUNGER.

“T'he regular makeup artist
called me up from England 1o wll
me that Scott had old Bowie to let
his beard grow for scenes when he's

approaching age 55, said Smith,
who would have had o uy and
match the uneven stubble with his
foam latex appliances. ""To pastea
stubble, or any beard, overapplian-
ces is a terribly difficult job if you
do it conventionally. T immed-
iately called the director and pro-
tested. If 1 had been on the spot 1
would have talked him out ol it in
the first place. 1 told Scott thau |
didn’t know if I could do the
makeups so he could take closeups.
I said, ‘Can't you work it into the
plot so he shaves before he gets o
the point where I have to put on
appliances?” and he says, "Yes, yes,
I'ldoi' "

to his glasses that lets him see fine details—paints



Smith has been given such assur-
ances before. Burned badly insuch
cases, he's learned not 1o take any
chances. 1 worked out a way 1o get
around this, and it's a good thing,”
he said. “Scott never called me
back, but when I got over there, he
told me he couldn’t fignre out a
logical reason to have Bowie shave,
and so he didn"t.”

Smith’s solution was based on
his long-standing effort to keep
conventional makeup—including
rubber mask greasepaint, the stand-
ard makeup for latex appliances—
from coming off on actors’ cloth-
ing. I had done some early work
on Dustin Holfman's makeups for
TOOTSIE which involved that
problem—he was going to be in a
white nurse’s uniform, original-
lyv—and I had found a couple of
promising things. One was a new
medical adhesive which T found
wasalmost itll|xh\ih](' Iugt‘lu[l the
skin. I combined it with arusis’
acrylic paint, and 1 found that 1
could make a paint which was tre-
mendously tenacions.”

Alter additional experimenta-
ton, Smith developed a paint that
would work on latex appliances
and could be applied directly 1o the
skin, and which would
readily accept standard
adhesives used for gluing
on beard stubble. “In fact,
not only did it work well
for this purpose, but it
worked so well as a make-
up that I no longer use
rubber mask grease as a
makeup for apphances.
I'his is beter!™

Like many of Smith's
previous character make-
ups, the illusion of reality
15 striking, with painstak-
ingly-blended applian-
ces and carefully painted
liver spots and other blem-
ishes, Smith also credits
F'ony Scott and cinema-
tographer Stephen Gold-
blatt with lighting the
makeups with great care.
“There’s lots of backlight-
ing and sidelighting that

helps apphiance makeup enor-
mously,” Smith explained. T was
amazed that they even got some
extremely tight cdoseups—includ-
ing one of Bowie's eves and cheeks
at 75—that look absolutely real.
What's more, Bowie was damn
good n the old age stufl. I never
quite expected that he'd be able o
pull off acting 150 years old.™

Smith was aided on THE HUN-
GER by a relatvely large crew (at
least by fis standards), which
included sculptor and moldmaker
Neal Martz (DEATH BITE), who
devised molds that fit together like
a jigsaw puzzle; Kevin Haney, who
sculpted the hands for both Bowie's
makeups and the mummies; Peter
Montagna, a voung makeup artist
with experience intelevision work:
Doug Drexler: and Smith's son,
David, who processed (or “ran™)
the imal foam Latex preces and did
lab work,

Smith also worked with Carl
Fullerton, a highly talented artst
who supervised makeup effects for
WOLFEN and FRIDAY THE
ISTH—PART TWO, and pre-
viously worked with Smith on
ALTEREDSTATES und GHOS'T
STORY. Among other tasks, Ful-

lerton took on the job of inventing
a way to crumble a mummy on
screen, “As we progressed in the
carly stages on that, T just backed
out and let him do the whole thing
while I concentrated on the other
problems,” Smith explained. “He
did hundreds and hundreds of
experiments, and it ook too much
of my tume to keep up with what he
wis doing. 1 had o do my work,
and he had his, and we divided icap
that way.”

I'he mummies are former lovers
ol .\liti.llll, \\Illl.ill'\ltl\\‘('llillh('.l\§
colfins in her atue. Atthe end of the
filin, seven of them escape and ter-
rorize Miriam. The makeups were
based upon the Guanojuato mums-
mies, i tourist attraction of sorts in
northern Mexico which was fea-
tured in the opening shots of NOS-
FERATU. Theareais too rocky 1o
dig conventional graves, so crvpts
and tombs have taken their place.
When a lamily can’t keep up the
pavments on a crypt, the dried-up
body 1s removed and stored above
ground. “Rooms and halls are
lined with these old bodies, which
are wired against the walls,” said
Smith, who was aimiliar with the
mummies and suggested them o

AGED LOOK-ALIKES
If David Bowie's 150-year-old
mummy (left) looks a bit
like Dustin Hoffman's
121-year-old Indian
from LITTLE BIG
MAN (right), it's
understandable,
as both were the
work of Dick
Smith. But while
they look alike,
Smith’s tech-
niques have pro-
gressed over the
years. Bowie's
makeups used
special molds—
allowing one large
appliance to replace
several smaller ones—
and custom paints
which stuck to
the foam latex
like glue.

OLD AGE MAKEUPS for David
Bowie lured Dick Smith into working
on THE HUNGER. While Smith had
executed old age makeups before—
Brando in THE GODFATHER, for
one—he felt the assignment offered a
rare opportunity to create an entire
series of character makeups, aging
Bowie (from left to right) from his
present age, to his mid-50s, to ages 60,
75, 90, and finally, 150. Each of the
stages required different sets of
appliances, which increased in number
and complexity as the sequence
progressed. Even the least obvious of
the stages required old-age stipple
around Bowie's eyes, a toupee, and
appliances for his nose, jowls and neck.
In all, Bowie spent two weeks in
appliance makeups, a tiresome and
often uncomfortable experience.
“Bowie was very cooperative and good
natured about the whole thing,” Smith
recalled. “He was always very patienl.”

Fony Scott as the proper approach
to take, They re very grotesque.”

I'he sequence called for Miri-
am’s former lovers to stagger [rom
the confines of the attic to the top
landing ol a staircase, at which
point they start 1o collapse and
disintegrate. Smith realized the
sequence called for a blend of full-
body costumes and life-size pup-
pets, but the real problem was de-
vising a suitable matenal o use.
“Onginally, we thought of having
anentire mummilied figure crum-
ble like a falling building,” Smith
said. “But you can’t have a mate-
rial that's so weak it will crumble
with a breath of wind, and yvet stll
be strong enough 1o suppaort s
own weight and hold usell up in
the first place. To try and hit the
happy medium made us limitour
original objective.”

I'he illusion was built up with
careful cutiing: actors in full-body
mummy costumes would fall into
a predetermined position, at
which pointacrumbling “puppet”
would be inserted for close-ups.
“The most complicated sequence
featured a boy and girl mummy
slumped into a corner of the room
with the girl leaning on the boy's
chest,” Smuth explained.
“First you see the man's
head crumbling down
into his own chest—the
face disintegrates—then
the gl mummy swings
her head over towards this
daction.

“Todothis, we made an
entire statue of the man's
body with a section in the
chest that could crumble
awav,” Smith conunued.
“The head was ona piston
that lowered 1t into the
proper area. Fhe Lace nself
was rigged 1o collapse.
I'hen the actress inside the
egirl’s mummy suit was
replaced by a dummy thae
represented fer ligure, and
hrer head was rigged to dis-
integrate. hen they weat
toa leg disintegrating, and
so forth.”
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WHITLEY

STRIEMBER

ON

ne summer day in

1966, during his

days as a student at
at the University of
Texas, novelist Whitley
Strieber found himself in
the middie of one of life's
true horror stories—the day
Charles Whitman went into
a tower on the University's
campus and began shoot-

Strieber's. Because although
Miriam is nearly immortal,
she is far from invulnerable,
a point emphasized in the
revised ending to the story.
In fact, the effects-heavy
climax of the film is one of
the few cases in which
James Costigan'’s screen-
play strays from the pacing
and plot elements of the

ing people at random.

Hiding behind a wall near the
tower, Strieber experienced the
tragedy at close range. It has
continued to haunt him all his life.

Today, Strieber is making a career
out of horror stories of a more
tanciful nature, twisting the standard
conventions of the horror genre and
placing his stories in settings as real
and frightening as the U.T. sidewalks
of 17 years ago.

A filmmaker turned advertising
man turned novelist, Strieber’s first
published novel, The Wolfen (1977),
was one of the more original varia-
tions on the werewolf theme. His
second, The Hunger (1981), was a
vampire story with a difference: there
were no “vampires,” at least in the
classic sense. Instead, the book
proposed a rational, pseudo-
scientific justification of the vampire
myth: a near-immortal species which
has lived alongside homo sapien
since the beginning of recorded
history.

| had been reading a lot of
vampire novels, and | wanted to write
one,” said Strieber, who made under-
ground films in London during the
late '60s. “| wanted to get something
out of my system about vampires.
I've had a hard time convincing
myself that vampires—or something
like them—don't actually exist. | did a
little bit of research on the subject
and found a thriving group of people
out on Long Island who believe, very
seriously, that they are vampires!
They even publish a little newsletter.
| think most of them died of hepatitis
from drinking too much raw blood.”

While compiling his research,
Strieber had a few frightening
encounters with the modern-day
blood-suckers, which was enough to
crystalize the idea of the book in his
mind. The bulk of his research was
more conventional—tracing the
roots of the vampire myth in Western
literature. The trail led to the Lamia, a
mythological figure with the head of
a woman and the body of a serpent.
“In many ways, the Lamia was

more revealing to me than modern
notions of the vampire,” Strieber
explained. “She was the dark side of
motherhood—the opposite of a
mother. Instead of bringing children
forth, she devoured them. That's
what Miriam is, in a sense—the
opposite of what we ourselves hope
to be. She is the violent side of us.
Like Lamia—which is her mother’s
name—she lives forever while we
die.”

Though Strieber looked back at
Greek myths, he based the story in
present-day New York City, relying
on current advances in medical
technology for the film's premise: to
save her rapidly-aging lover (played
in the film by David Bowie), Miriam
(Catherine Deneuve) must enlist the
aid of a scientist (Susan Sarandon)
involved in research on aging

“The science in the book is fairly
up to date,” Strieber said proudly.
“We are actually going to be facing

the issue of greatly expanded
lifetimes before the end of the
century, assuming there's no war.
The scientists who have been
treating aging as a disease have
made tremendous strides. They
routinely can keep mice alive the
equivalent of 150 mouse-years. It
won't be long before the same things
will be possible with humans.

“The frightening thing about such
a prospect is that it's liable to put a
lot of people in the perfectly horrible
position of being forced to choose
death when the time comes,” he
added. “There may be profound
personal and ethical questions
involved in something like that. What
do you do with immortality? How
could someone who had only one or
two possiblities for dying of natural
causes be able to get into a car? Or
fly in an airplane? Or, ultimately,
sleep at night?”

Miriam shares these fears of

Novelist Whitley Strieber in downtown New York.

novel. Strieber’s ending—in
which Miriam survives to
take a.new lover—was more subtle,
but perhaps a bit less cinematic.
Though most writers would naturally
prefer to see their work adapted with
as few changes as possible, Strieber
concedes that some changes were
for the better.

“The book has been enriched in
certain ways,” Strieber said. “I think a
lot of the dialogue is, if anything,
better than the dialogue in the book.
As for the ending, if | had it to do over
again, | wouldn't have ended it the
same way that | did.”

Although Strieber had not seen the
film at the time of this interview, he's
optimistic he won't be as disap-
pointed as he was while watching
Michael Wadleigh's WOLFEN. “That
film was re-conceived as a ‘message’
movie,” Strieber noted. “It became a
political film telling the director’s
philosophy. If Wadleigh had wanted
to do that, he should have chosen
another kind of script to do.
Audiences don't go to see horror
films to be politically motivated—
they go to be entertained. But | must
say that in spite of the problems with
the script and the fundamental
misconception of the nature of
horror films, Wadleigh almost pulled
it off.

“As for THE HUNGER,” Strieber
continued, “the writer was much
more cognizant of horror movies.
The scares in it are related directly to
Miriam and to the issue of vampires,
whereas in WOLFEN there are a lot
of arbitrary scares that don't build
up.”
To make sure the scares all
pointed in the proper direction,
Strieber had hoped to play an active
role in the film's development.
However, as was the case for
WOLFEN, he ended up sitting
helplessly on the sidelines. “| must
say I'm rather surprised that the
people on the film chose to use me
as little as they did,” said Strieber,
whose only real contribution to the
project was suggesting Catherine
Deneuve for the role of Miriam.
“There was almost no consultation at
all, expect to give me the first draft of
the script and listen to what | had to
say about it. I've never even met the
director. I've been kept very far away,
and to do that with a novelist who is
as familiar with film as | am is
shame [Strieber worked as a produc-
tion assistant on THE OWL AND
THE PUSSYCAT, THEY MIGHT BE
GIANTS and DIARY OF A MAD
HOUSEWIFE].

“| suppose people feel that novel-
ists would not necessarily be profes-
sional enough, that there's no real
place for the novelist in the creative
mix,” he added. “There’s a lot to be
said for that attitude. | might have
said it myself if | was directing, but
since I'm the novelist, | wish | had#
had more say in it!” Paul R. Gagne
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I'o make the mummies scem as
wraithlike as possible, Smithorigi-
nally anticipated using  puppets
and artculated mechanices for the
bulk ol the shots, and reserving
.HIrihll!(n\[llrlll'\illll‘\Iil'IIlt'lil]l},’
shots. Based on Tony Scou’s hand-
drawn storvboards, it seemed the
simplest solution. But while cast-
ing the skinny people o fir iside
the mummy sunts, Smith asked
Scott to shoot Polarowds of the
actors in the poses he'd want 1o
later capture on Lilm. e was iner-
esting,”” Smith sind, “because he
was shooting much looser and
doimg things that were not in his
storvboards. T climinated the
mechanical approach and went
entirely  for mummy suits even
though, obviously, vou can’tmake
them as scrawny and emaciated as
the true mummies of Guanojuato.
It's a good thing I used this
.l|:])ln.|(||. because Tomy :h.ll]gl'll
his plan and choreography, and if
we had used mechanical ligures we
would have been lost. But with the
moody lightuing, they looked
bloody skinny in them, so i
worked out okay.”

Smith, of course, still used
“puppets” for shots in which a
mummy had to actually disinte-
grate. Operaung the apphiances
before the camera was simple: In
one shot a lragile apphance was
simply dropped to the floor; more
often, thin cables were attached toa
superstructure on the inside of an
appliance and pulled inward.
Much harder was making sure the
materials wouldn’t crumble until
they got 1o the set.

It took hundreds of experiments
for Carl Fullerton to find just the
right material. He finally stumbled
across a batch of foam latex that
had been improperly mixed by the
manufacturer, with the result that
ithaked up weak, porous and crum-
bly. Fortunately, the manufacturer
was able to reconstruct the for-
mula, and supply Smith and Ful-
lerton with all the foam they
needed.

“T'he trouble was that 1t wouldn't
get any detail in the mold,” Smith
said. “Inorder to getasurface detail
which would be close to the rubber
mummy suits [built up with foam
latex, cotton wads and pre-formed
latex ribcages attached o a stretch
leotard)], Fullerton melted a very
brittle wax with microballoons,
which look like dust but are actu-
ally uny globes of glass, which
made the wax lighter, porous and
more crumbly.”

Fullerton added baking sodaand
vinegar to the hot wax and brushed
the mixture into the mold o cap-
ture tuny details. The crumbly,
rigid polyurethane foam was then
added to Lill up the mold. *“T'his
stuff was so delicate that you
couldn’t extract these things from
the molds without breaking them,”
Smith explained, “'so the molds
had to be very special.” The molds
were built in three layers, with a

Above: Dick Smith touches up an articulated puppet head of Catherine Deneuve, used to

show her sudden, violent aging. The puppet featured a flexible skull which could be

radically distorted (insets top). Seven operators were needed control the various cables,
bladders and mechanical controls required. A second puppet head, less complicated to

soft flexible lining backed with
stiffer materials. The outer layer
was made of conventional plaster,
but designed so 1t could be disas-
sembled in pieces without putting
any stress on the inner lavers,

“You could get out the fine

details this way, but the pieces were
so crumbly that vou have 1o handle
them with kid gloves,” Smith
explained. The procedure was so
delicate, in fact, that Smith found it
necessary to ship the molds to Eng-
land, where the filming took place,
rather than shipping finished
pieces. More than 50 crates—in-
cluding many with the molds
already filled with Fullerton's
crumbling mixture—were freight-
ed to Shepperton Studios.
Originally, Smith was to have
spent about two weeks at Shepper-
ton filming a variety of postpro-
duction makeup effects. But direc-
tor Tony Scott’s reluctance to com-
promise his artistic standards
delayed the completion of princi-
pal photography, and MGM—ner-
vous about the first-time director
and the already healthy budget—
refused o provide the extra funds
now needed to shoot the postpro-
duction effects. “Tony Scott was
one of those chaps who is quite
oblivious to practical considera-
tions,” Smith explained. “He was
far more concerned with getting
everything exactly the way he
wanted it—which was admirable,
except he was running out of ime.
“We went through at leasta week
or so of agony where MGM and

operate, was also built to film the latter stages of Deneuve’s disintegration (right).

producer Richard Shepherd were
threatening 1o pull the plug and
just stop on a Friday, when we
would not have done even half of
the work that we had prepared,”
Smith added. It looked like a very
serious threat, although T don’t
think Scott really believed it could
happen. 1 was termified. Finally,
they relented and gave him three
extra days, so we were able 10 get
virtually evervthing on film, We
didn’t have as many tries as we
would have liked to have had on
some effects, and there wasoneshot
in particular, of a full-figure
dummy of Catherine Deneuve, that
was not well-photographed and
not well-rigged.”

After viewing the shot at dailies,
Smith asked 1o shoot the sequence
again. However, Nh('])h('ld an-
nounced that there was neither
tume nor money leflt to have a
second crack. “Chances are il go
by so fast 1t won't be crucial,”
Smith said. “I'm thankful that at
least ninety percent of the work
will look good.™

Effects mvolving the principal
actors were completed first. This
allowed .the kev cast members 1o
wrap up their work on the project
more or less on tume, but it left
many of the most complicated
effects shots for the very end,
including the deathand disintegra-
ton of Miriam, playved by Deneuve.

Although Miriam has lived for
centuries, she is not invulnerable.
When the mummies break loose
from her atwic, Miram is startled,

crashes through the bannister and
falls two stories 1o land on a marble
hallway. Finding a suitable way to
depict her death proved 1o be one of
Smith’s most difficult challenges
I'he script mentoned only that
Miriam was to suddenly age and
turn  hideous, leaving room  for
wide interpretation.

I'he disintegration was designed
to be filmed as a series of brief cuts,
requiring a mixture of articulated
mechanics and makeup effects
I'he first shot showed Miriam
sprawled on the floor, her skirt
hiked high over her auractive legs,
which suddenly begin o shrivel
up. ““We had to engineer shriveling
legs,” Smith said, “which were far
more complicated than the shrivel-
ing arm we hadtodofor AL TERED
STATES [sce 11:1:17). We used a
plastic skeleton for the leg bone and
hollow foam latex legs connected
and blended into a fiberglass hap.”
I'he legs are inflated like a balloon;
when two large vacuum motors
removed the air, the legs simply
shriveled up

“When foam latex is sucked in
like that, it tends to areate long, even
folds and pleats,” Smith remarked.
“We wanted something that looked
a little more organic, so Carl Fuller-
ton rigged inanumber of cables that
would pull in portions of the foam
latex in ways that would prevent
even [olds from forming.”

Alter a shot of wrinkled hands—
an elderly woman whose harfds
were touched up with old age stip-
ple makeup—the film cuts to a head
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shot, involving the first of two
dummy heads built and designed
by Smith. “She was supposed to
end up as some withered, horrible
thing,” Smith said. “But my con-
cept was that shewouldn’twind up
looking like one of the mummies of
Guanojuato. Those are human
beings that have goten old. But
she's another creature altogether,
and 1 felt that she should be as
monstrous and evil-looking a
thing as possible.”

Smith toyed with a number of
concepts, combining elements of
werewolves, vampires and the Ele-
phant Man. In one carly plan,
Smith thought Miriam’s face
should suddenly split open 1o
reveal a hideous, stark-looking
creature—Miriam's true self. Smith
based the creature on a medical
photo of a woman whose face had
been horribly burned away. “She
had two globs where the eyes were,
no nose, no lips, but her teeth were
still there,” Smith said. “*She had
this toothy, snarling skull-like
look, vet it's not really a skull. My
idea was that this would burst
forth, and it would then decom-
pose further and get reallyancient.”

Scott wasn'timpressed, rejecting
both the creature’s design and the
idea of it appearing from inside of
Miriam (a prescient decision, con-
sidering similar effects later ap-
peared in THE BEAST WITHIN,
CAT PEOPLE and AMITYVILLE
II). The director simply wanted
Miriam to get very old, with the
added twist that he wanted 10 see
the aging on camera through a
series of sudden, violent changes.
“Scott wanted a tight close-up on
one eye, and then to see the eye
undergo changes—wrinkles ap-
pearing around the eye, the eye get-
ting bloodshot and so forth,”
Smith explained. “But most ol
these things were just not possible,
particularly in the limited tme

Smith's son, David, separates sections of a mold used to create full-scale,
A powerful vacuum sucked the air out of the legs, causing them to shrivel

that we had.”

While advances in makeup tech-
nology have allowed actors 1o
transform into monsters on G-
era, noone hasyet figuredoutaway
to have normal-looking skin wrin-
kle in a realistic way on a realistic
face while on camera. Smith exper-
imented with a number of tech-
niques, “but they were just not
good enough so 1 abandoned that
kind of gimmick,” he said. “Trwill
be done someday, but T still don’t
know how."”

Smith, however, was able to
engineer a limuted wrinkling effect,
though it won't be seenin the final
film. He sculpted a thin foam latex
“skin” with wrinkles already init,
and then stretched 1t smooth using
air bladders and a plunger-like
device that thrust out a “cheek-
bone.” As the bladder and plunger
went down, the wrinkles would
appear.

“Obviously you couldn’tdo that
for an entire face,” Smith said.
“You could ke a huge, bloawed
face and let it collapse so that it
turned into a prune. Buthaving the
skin wrinkle up and age inarealis-
tic way is totally baffling.”

Smith wanted to use the on-cam-
era wrinkling as a segue between
two of the head-and-shoulder
puppets used to show Miriam’s
aging—the first featured an old,
but relatively lifelike face; the
second (featuring the wrinkling
cheekbone) was more extremely
aged, somewhat like the Guano-
juato mummies. My idea was to
have a close-up of one section of the
face and work the wrinkling
effect,” Smith explained. “Then
the shot would widen o include
the whole head, which already had
wrinkles sculpted into it

Scott had different thoughts on
the staging of the sequence, and
chose not to use Smith’s wrinkling
cheek. Smith was also a bit disap-

pointed in the way Scout photo-
graphed the heads, which could be
distorted on camera through a
unique blend of mechanics and
flexible materials. “Instead of
building the skull structure out of
the usual rigid fiberglass, I made it
from a [irm urethane rubber, so
that the skull itself could be dis-
orted,” Smith explained. By run-
ning cables from points on the
skull to a central post, you could
make sides of the head cave in. It
was an interesting effect, because
by teaming up a couple of cables—
the left emple and right jaw.for
example—it twisted the head.”

I'he puppet featured moving
eves, a working mouth, full move-
ment of the neck and head, and a
number of conventional bladders
working in concert with the flexi-
ble skull. Seven people were needed
to operate it, and with a lule
rehearsal were able to put the head
through its paces. But Scott wasn’t
as interested in the buili-in mechan-
ics as he was in the image of Miri-
am’s hair whipping back and
forth, slowed to a dream-like
appearance by overcranking the
camera. But slowing down the hanr
slowed down the movements of the
skull to the point where they were
hardly noticed.

“It was discouraging,” Smith
admitted. “Overcranking was
interesting when we were doing a
crumbling head that was breaking
up, where you wanted 10 slow
down the action of something that
you physically couldn’t slow
down. But in the case of the heads,
where we could control the speeds
of all these actions exactly, it only
meant he was defeating the effect
we were achieving, Whipping the
head around as [ast as we could and
then slowing down the motion of

-the hair was interesting and gor-

geous to look at, but this was not
why we made the head. 1 had 0

foam latex legs modeled after Catherine Deneuve's.
and collapse—the start of Deneuve's transformation.

remind him that the head was made
to create the illusion that Miriam
was changing: that she was going
through a metamorphosis.

“Fyentually we got some se-
quences on film shot a normal
speed where you could see these
distortions happening,” Smith
added. 1 just hope that in the edit-
ing, he went for those and doesn’t
just stick with the ones he thought
were more ‘arty.” There were some
wonderful profile shots where it
was back litand the hair was whip-
ping around in this wonderful
halo effect, butthere snoeffecthap-
pening, just a lotol movement.”

I'hough he disagreed with the
staging of several of thee utsinvolv-
ing Miriam, Smith was especially
disappointed with the final shot of
the sequence, involving a full-fig-
ure dummy. “Even though we had
showed Miriam's legs shriveling
right up to her ass, Scottwanted the
negligee she was wearing o be
pinned down to her knees,” Smith
said. “Here we made this entire
mummified figure, and we're hid-
ing more than half of it!

“Because ol our ume pressures,
we had not put many controls in
the figure,” Smith continued. “Tt
was meant, of course, tobeseenona
full-figure shot. When we got 1o
England and rigged this thing, we
ran some control rods and cables
through the floor in order to make
it flop around That was only hall-
satisfactory. The pressures that we
were under gave us virtually no
time 1o refine it and do as much
with it as we should have. Also, it
had black silk stockings on, and
from a long shot it hid theshriveled
legs. You didn't see through them
that well. There were so many
things that just didn’t work out,
and the last figure should have
been truly hideous. But that's the
way it goes.”

Asa makeupartist, Smith knows
that he's paid 1o please the director.
But as anartist with nearly 40 years
of experience in the industry, he
has strong opinions on the best way
1o utilize makeup and makeup
effects. This has occasionally led 1o
conllicts with a film’s director, and
I'HE HUNGER was noexception.

“I suppose 1 enjoyed working
with Scott as much as I have with
any director,” Smith said. “"He was
a remarkably amicable fellow o
work with. He never got angry,
even when I got cross and lost my
temper. 1 disagreed with his inter-
pretation on a number of things,
and I have some troubles with some
inconsistent and illogical moments
in the script. [ again stuck my two
cents in a couple of times and tried
1o make suggestions for changes
that I felt would make itmore sensi-
ble, but they never had time to fuz
with it

“But inall, Ithink Scotthasdone
a terrific job," Smith added. “It’s
definitely far superior to what we
consider the usual ‘horror’ film.
It’s a real quality job.”
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Ithough Dick Smith was
hired to create a variety of
old-age effects for THE
HUNGER, a startling se-
quence involving a caged laboratory
animal was farmed out to stop-
motion animator Dave Allen.

In the scene, a Rhesus monkey
suddenly goes beserk, savagely
attacking his mate. Without warning,
he collapses and begins to age
rapidly—his skin drying and splitting,
and his organs shrinking away—until
all that's left is a withered skeleton
that crumbles to dust

"Smith suggested me because he
felt the specific actions required of
the monkeys weren't things that
either a real monkey or mechanical
monkey could do,” said Allen, who
handled stop-motion effects for
CAVEMAN and recently contributed
several cuts to George Miller's
segment of THE TWILIGHT ZONE

Allen originally had planned to
animate the entire sequence, but
soon changed his mind. “I felt that
animating the fighting monkeys was
going to be very difficult, and the
producer and director weren't going
to be very happy with it.”

Instead, Allen contacted Roger
Dicken to build articulated hand
puppets to be photographed in
real-time (Dicken built similar
puppets for ALIEN and DRAGON-
SLAYER). The scene was filmed at
Allen’s Burbank facility, on a set built
to match the one used in the London
studio—complete with real monkeys
on hand as “extras.”

“The problem with real monkeys is
that it was difficult to get anything
dramatic out of them,” Allen
explained. “They weren't the least bit
aggressive. But they were helpful in
establishing themselves doing things

real animals do—walking around,
grooming themselves—things that
are so hard to reproduce artificially.
When the fight begins and we go to
quick cuts using our puppets, the
puppets will seem real, too.”

For shots involving the rapid aging
and disintegration, one of Allen's
biggest problems was simply finding
a real Rhesus skeleton to work from.
“I thought they were as common as
lab mice,” he said. “Actually, they
are no longer being shipped over
from India, so many labs have
switched to other types of monkeys."”

Allen finally located a specimin,
but it was neither the right size nor in
premium condition. “The man | got it
from had left it lying out in the field
for weeks,” he recalled. “It was sort
of a mummy. But, it already had
something of the look | wanted for
the film, so we took some photos of it
before we got the bones out.”

For the early stages in the aging
process, a slightly modified version
of the actual skeleton was used,
covered with internal organs made of
urethane and a foam latex skin. For
the disintegration of the skeleton, the
real bones were replaced with a
brittle compound called Gyp-Sno,
which crumbles easily under
pressure.

Allen filmed both a close-up of the
monkey's face (sequence, right) and
a long shot of the complete puppet in
various stages of disintegration
(top). For the close-up, the puppet
was designed to accept several
faces—sculpted to show various
stages of aging—and the shot was
filmed using a series of in-camera
dissolves. A soft-edged matte was
used to replace one face with
another, or to allow subtle modifica-
tions of color and texture. Since the

Above: A Rhesus monkey disintegrates,
part of a sequence executed by animator
Dave Allen. Real monkey bones were
used as a basis for the puppet. Right:
An early stage of the aging process,
featuring near-imperceptible dissolves
between variously-aged monkey faces.

body of the puppet remained the
same, the dissolve is nearly impossi-
ble to detect

To show the skin peeling back,
Allen inserted a thin sheet of lead
between layers of foam latex skin. "It
was'just a matter of collapsing the
lead, and deciding at what point to
cut it so that it could be peeled back
like dried skin.”

To show the monkey's innards
shrinking, Allen warmed them with a
heat gun and butane torch, making
the urethane shrivel and crinkle. At
one point, he nearly set the puppet
on fire, saving it with a glass of water
he had on hand to cool his fingers

Late in postproduction, Allen was
dismayed to learn that the Rhesus
sequence had been heavily edited
and modified by director Tony Scott
Several cuts Allen felt were neces-
sary to set up the disintegration were
eliminated, and one seven-second
shot was optically lengthened, affect-
ing its pacing.

Although Allen hasn’t seen the
finished cut, he was warned by
producer Richard Shepherd that he
wouldn't be very happy. “The optical
people in England apparently said
the sequence couldn’t be made to
work as filmed,"” Allen said. "It seems
to be a sign that you'reon a
big-budget picture when they don’t
use your work or throw out half of
what you do.

“In any event,” he continued, “I
hope they'll be some interesting
moments.” Kay Anderson







Puppet master Jim
Henson is flanked by
an assortment of his
Muppets (clockwise
from top left): Zoot,
the sax player of the
“Electric Mayhem"; an
unnamed two-headed
monster, one of the
thousands of assorted
creatures that make
up the Muppet
universe; Dr. Teeth,
the “Mayhem's”
keyboard player;

and, of course,

Kermit the Frog.

SINGING CABBAGES
AND A LITTLE GREEN
FROG NAMED KERMIT

THE STORY OF JIM HENSON & THE MUPPETS

B Y

JisthsDg o S HARRIS

en and Kira, last of the Gelflings, were born in a Washington,
D.C., television studio in 1953.
So was Kermit the Frog. So was Miss Piggy. And so were Gonzo,
Grover, Animal, Gobo, and Bert and Ernie, as well.
Their “father” was a 16-year-old art student who had a dream of making
it big in the burgeoning field of television. And the occasion of their
“birth” was an early morning kiddie show which was cancelled three
weeks after its first broadcast—hardly the stuff of which legends are made.
ol $5 for each show.
And the rest, as they say, is
history. Well, not quite.
For although Jim Henson's
story is almost the archetypal
} American dream—with hard
work and a bit of luck,
you can achieve what
g \s you want to—
- SN the senior from
- Hyatusville,

But it was in that small, cluttered
studio that James Maury Henson
—who hadn’t graduated from )
his high school yet—first
crouched down below the cam-
era in the role of a puppeteer,
carning the munificent sum
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Maryland never wanted o be a pup-
peteer. Back in high school, Henson
had designed scenery for school
plays, drawn cartoons for the school
paper, and even acted a bit. But fool
around with puppetry? Nota chance.

“1 was never interested in pup-
petry, never had puppets, never
played with puppets, or anything
like that,” explained the 46-year-old
Henson, sitting in a Chicago hotel
suite during an early promotional
appearance for THE DARK CRYS-
TAL. "I just wanted to work attelevi-
sion when 1 got out of high school.
And puppets were just a way to get
into TV."

Henson's entree into television
was a live children’s program, THE
JUNIOR MORNING SHOW, which
just happened to be looking for a
puppeteer. Henson, whose closest
brush to puppets to that point was
building sets for the high school
puppet club, landed the job.

“I got books out from the library to
see how to make the puppets,” he
recalled. “But mostly 1 evolved my
own type of construction, which I
think 1s the reason the stull looked
somewhat different. I pretty much
started from nowhere.”

He may have started from scrawch,
but in the intervening 30 years Hen-

A SELECTED FILMOGRAPHY OF
JIM HENSON’S
30-YEARCAREER

It would be nearly impossible to
list all the times that the Muppets
have appeared on variety
shows, specials and talk

1953

1955

shows. Therefore, the
following represents
the highlights of a
remarkable career in
which Henson and the
Muppets have altered
the course of puppetry
Rowilf (left) was created
for a dog food ad,
and soon became a
familiar TV guest-star.

THE JUNIOR MORNING
SHOW, a children’s show in
Washington, D.C. was
Henson's first on-the-air job.
The show lasted three weeks

SAM AND FRIENDS [NBC;
through 1962] Henson's own
five-minute, late-night show, in
which Muppets lip-sync to
popular comedy records. De-
spite acclaim and awards,
Henson isn't particularly
nostalgic about the show. “It's
embarrassingly bad,” he now 1
insists. “It's not something of
which I'm creatively proud.”

THE STEVE ALLEN SHOW
[NBC-TV]. The Muppets make

Will and Wont, the stars of a series of award-winning commercials
for Wilkins Coffee prepared by Henson in the late "50s.

their network debut with
Kermit (in a blonde wig)
singing “I've Grown Accus-

son has ended up revolutionizing
both the art and science of puppetry,
pushing the form to new heights of
popularity and sophistication.

ut in the beginning, Hen-

son was merely content

with making enough mon-

ey to put him through the

University of Maryland. His variety

act—which soon moved to his own,

late-night show on the NBC affiliate

called SAM AND FRIENDS—in-

volved abstract puppets lip-syncing

1o novelty songs and comedy records.

I'he name of Henson's act: The
Muppets.

“We were just experimenting,’’
Henson explained. Tt was just stulf
that I did as a lark, you know? I did
this as a way of working my way
through school.”

Henson originally enrolled as an
art major, but his freshman puppetry
teacher persuaded him toswitchfrom
fine arts—where math and science
were required—to Home Economics,
which included courses in costume
design, interior design, advertising
and, ves, puppetry. [twas in thatclass
that Henson met his future wile, Jane
Nebel, whom he asked 1o help work

f):
ps (from e
) and Moldy HaY-

on SAM AND FRIENDS.

“It was just a little musical inter-
lude,” Henson said of the live, five-
minute broadcasts. "It was a tiny
show—just my wife and L. Janeand |
would build everything and do the
puppets, and she was also a per-
former. It was a strange little show.
Now and then we'd do peculian
things that the college crowd would
like.”

I'he cast of SAM AND FRIENDS
included Sam, Yorick (sort of a pur-
ple skull), Moldy Hay, and an
abstract green lizardy thing named
Kermit, who was created in 1956 from
a green coat (Henson's mother s)and
some ping pong balls. The show’s
humor and gentle satire gave ita siz-
able following, and its success led o
additional appearances on the local
NBC affiliate, often as many asthreea
day. Henson was put under contract
for $100 a week, which included his
costs for puppets, costumes and sets.

“It seemed like an astronomical
amount,” Henson recalled. “But |
was a kid and it was fun. And there

.wasn't much money in television in

those days, anyhow.”

I'he big money—then, as now —
was in advertising, and Henson
jumped on the bandwagon with
short spots for Wilkins coffee, a
local brand. Although Henson
had done some voices on TV
prior to this, the witty commer-
cials—the first to run at the 10-
second station break—provided
the first real opportunity for the
Muppets o talk. “The com-
Int"lll.ll\ woere an |||I||U'll|.|“'
hit and they made a big 1im-
pact,” said Henson, who both
wrote and performed the
spots. “In terms ol popular-
iy, we were the number one
commercial in Washington.”

I'he coffee commercials
depicted a salesman named

Will, and his reluctant tar-
get, the riangular Wont,
Since Henson didn't like
coffee—and couldn’t, 1n
241 "lll consolence, \l'”i’i\
say “Dnink this collee” —
he substituted off-beat
humor for hard sell, in
what was to become a Muppet
rademark. One award-win-
ning commercial featured two
cans ol coffee—a can of Wilk-

ins, and one labeled “cheap stuff.”
When the “cheap stuff” was opened,
two small birds popped outand went
“Cheep! cheep!” The punch line was
that the non-Wilkins brand was “for
the birds.” Get it? So did lots of coffee
buyers.

I'he success of the spots—sales rose
an estimated 30 percent—prompted
the ad agency to syndicate the com-
mercials to other colfee makers across
the country. Soon, Henson hought
out the contract and began creating
and syndicating the ads himself, an
example of the creative conurol he
now exercises over the entire Muppet
empire. The commercials meant
fame and a small fortune for Henson,
who was still just a student at the
University of Maryland.

With the ads and the ongoing suc-
cessof SAM AND FRIENDS —which
won a local Emmy award in 1958—
Henson appeared to have the worldat
his feet. But something, somchow,
seemed 1o be missing for him. He
\\';"l[l'il [(§) 'N‘ d |l.|"”l'|. an ll’“\l’,;ll“l
puppeteering had never been more
than a mildly-interesting—albeit
cconomically-rewarding —sidelight.

And so, vears before the “me gener-
ation” made dropping out in, Hen-
son left for a three-month stint in
Europe to “go off and paint.” He left
behind Jane ("It was belore we were
romantically connected,” Henson
said) and long-time friend Bob Payne
1o run SAM AND FRIENDS. Itactu-
ally looked as if Henson was ready to
pull the plug on his burgeoning
career

But Henson discovered something
in his travels that he never expected o
find, something he had never seen
hefore: other puppeteers.

“One of the [irst things I saw wasa
puppet play of Dr. Faustus, in Bel-
gium,” Henson said. "It was very
strong. And 1t was just gorgeous.”

In America, puppets had been
largely restricted o appearances in
novelty acts, along the lines of SAM
AND FRIENDS. But in Germany,
Belgium, Switzerland and  France,
Henson was exposed o the proud
tradition of puppetry. Instead ol
gags, Henson saw theater. And
instead of an casy buck, Henson saw
the possibilities of art

“For the first time,” Iu-s.uJ.“pup
petry seemed something valid, some-
thing you could work at. For the first



tomed to Your Face,” to Yorick,

askull-like puppet who ate his
own face. “We took a very
straight piece and just did
something rather bizarre with
" said Jane Henson. “'We
didn’t realize how bizarre it
must have seemed to network
audiences seeing the charac-
ters for the first time.”

1963

THE JIMMY DEAN SHOW
[ABC-TV; 60 mins., through
1966 featured Rowlf as a
regular character. The canine
piano player proved so popular
he received as much fan mail
as Jimmy Dean

TIMEPIECE [Pathé¢ Contem-
porary, 9 mins.] An experimen-

Jimmy Dean and Rowif.

tal, live-action theatrical short
produced, directed and featur-
ing Henson, originally
screened with A MAN AND A
WOMAN. It ran for about a
year and was nominated for an
Academy Award for Best Live
Action Short Subject, as well
as receiving several interna-
tional film festival awards

1967

OUR PLACE SHOW [CBS-
TV, July-Sept. '67]. The 60-
minute comedy/variety show
featured Rowlf as one of the
regular guest stars. Hosts were
Jack Burns and Avery
Schreiber

1968
YOUTH '68 [NBC-TV|. Part of
the network's "Experiment in
Television" series. The 60-
minute documentary, pro-
duced by Henson, was a
collage of dance, pop music
and interviews

THE CUBE [NBC-TV] was a
60-minute surreal teleplay
starring improvisational actor
Richard Schall. His second
project for NBC's “"Experiment
in Television,” Henson
produced, directed and co-
wrote the program with then-
SESAME STREET writer Jerry
Juhl

Jim Henson
dons wings
for TIME
PIECE, his
theatrical
short.

tume, I saw all the really interesting
things that were being done with
puppets on an adult level,”

When Henson returned to Mary-
land, he brought back a new admira-
tion and respect for puppets. He mar-
ried Jane Nebel. He set up his first
company, Muppets Inc. And he
finally graduaed from college, driv-
ing to the ceremony in an old Rolls
Royce he bought with the money the
Muppets had ecarned. But more
importantly, he began w alter the
direction of his career, expanding his
material to include characters mouth-
ing their own dialogue, rather than
simply miming to records.

Henson also began 1o seck out his
American contemporaries. In 1960,
at a Puppetry Fesuval in Detroit,
Henson met Don Sahlin, who was
working for puppeteer Burr Till-
strom (KUKLA, FRAN & OLLIE).
Henson hired Sahlin to build the first
non-abstract Muppets, a couple of
dogs for a T'V commercial.

At the next year's festival —in Car-
mel, California—Henson met Jerry
Juhl and 17-year-old Frank Ozmno-
witz, members of Oakland's Vaga-

bond Puppet Theatre. Henson
hadn’t gone o Carmel looking 1o
hire anvone, but ended up hiring
Juhl 1o take some of the production
load off of Jane, who was pregnantat
the ume. Henson also asked Ozno-
witz to join him, but the young pup-
peteer (who Liter shortened his name
10 Oz) dechined. But two years Later,
shortly after Henson moved 1o New
York (and into the same apartimem
building as Burr Tillstrom), Oz
joined the Muppet ranks,

I'hough more than 20 yvears have
'J.l\\l'li. l[l'“\("ll\ L Ill\("\' ASSOH i."t"!
have remained the same: Juhl, Ozand
the late Don Sahlin became the
Muppets' key writer, performer and
designer, respectively.,

he early "60s were an excit-
ing period for Henson, with
appearances by the Muppetson
I'HE ED SULLIVAN SHOW,
I'HE JACK PAAR SHOW and THE
FONIGHT SHOW, among others.
A major breakthrough was THE
JIMMY DEAN SHOW, an ABC
variety series which ran from 1963 1o
1966. Rowll—one ol the dogs Don

WHILE PERFORMING, the Muppet operators wear microphones on head-
bands, and are often positioned only inches outside the frame. Right: To give life to
Kermit during a MUPPET SHOW monologue, Henson's slips his hand up through
the body and into Kermit's head, allowing subtle facial movements. Since Kermit's
hands don’t have to move, they are simply attached to the arms of the chair. Below:
Setting up a Thanksgiving sketch on THE MUPPET SHOW, Frank Oz and Jim
Henson combine to perform the Swedish Chef, as Jerry Nelson manipulates a
turkey inside a specially-modified shopping cart. The hands of the Swedish Chef
are those of Henson and Oz, slipped inside gloves built into the costume. Note that
0Oz does not wear a microphone; Henson performs the Swedish Chef's voice.
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Sahlin had built—was one of the
show's regulars, and ecach week
traded barbs with the host (best
known these days for his hine of pork
SAUSAges)

Although Henson's success was
now on a natonal scale, he sull fel
the work somehwat unfulfilling. 1
was interested infilmmaking and sev-
eral different forms of animation,”” he
explamed. "I was painung things
and experimenting with a lot of dif-
ferent techmques.” One of Henson's
carhiest non-Muppet efforts was an
odd theatrical short called TIME
PIECE, which featured him walking
1o a series of incongruous sound
effects; with eachstep, either the back-
ground or the costume changed.
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Nominated for an Oscar, it's sull
bemg distributed today.

In addinon, Henson was writing
scripts, designing titles and working
on avariety of non-Muppet projects,
“For quite a while | kept two careers
gomg,” he explained. “My lilmmak-
ing stufl was one thing and the elevi-
ston work with the Muppets was
something else.

“1 was working on a mulu-media
nightclub concept back in the "60s,
and that led imtoacoupleof things for
NBC,” Henson continued. “One was
I'HE CUBE, which was a sortof sur-
realistc teleplay aboutaman rapped
in a plastic cube. While he's in there,
all these different people come in and
explain why he's there."




Oscar the Grouch, in his home
on SESAME STREET.

1969

SESAME STREET [Child-
ren's Television Workshop,
PBS-TV]. A landmark show,
combining entertainment and
education. The Muppets
eventually attract more than
nine million children each year
to their New York City “street”
family of furry creatures. The
show has won two Emmys and
a slew of other awards, includ-
ing a Grammy for the song
“Aren't You Glad You're You.”

HEY! CINDERELLA [ABC-
TV]. Jon Stone of SESAME
STREET wrote the adaptation,

which was produced and
directed by Henson. One of
three fairy tales brought to
television by the Muppets in
the early '70s, the project
began in 1964 as a pilot fora
Saturday morning children’s
seriesStone envisioned it as
“kind of soap opera for kids,”
with a cliffhanger ending each
week. ABC passed on the idea

THE GREAT SANTA
SWITCH Christmas special,
starring Art Carney, features
the debut of Gonzo, who was
snipped out of a block of foam
by Henson in a matter of
minutes for a minor role

THE FROG PRINCE [ABC-
TV]. Kermit stars as a frog who
thinks he's a human being

King Gosh Posh and Prince
Arthur Charming (Robin Ward)
from HEY! CINDERELLA.

THE BREMEN TOWN MUSI-
CIANS [ABC-TV]. Lastof
three Muppet fairy tales

1973
JULIE ON SESAME
STREET [Julie Andrews]

1975

SATURDAY NIGHT LIVE
[NBC-TV] Producer Lorne
Michaels offers Henson and
crew a chance to do a weekly
segment for the 90-minute
comedy show. The concept
never “jells,” according to both
Henson and Michaels, because
the SNL-written scripts aren't

r

I'HE CUBE was produced for
NBC's “Experiment in Television,”
and Henson followed 1t up with
YOUTH ‘68, a live-action special
ranked as one of the op shows of the
vear by Partety. But Henson's live-ac-
tion career never progressed much
beyond this point, thanks to the unex-
pected, overwhelming success ol an
unheralded educational show lor
pre-schoolers,

“With SESAME STREEL, the
Muppets suddenly ok ofl under
their own power,” Henson said. “We
just sort of went with it

_|||l| Stone, I.Iul.:t'li to be the pro-
ducer and head writer of SESAME
STREET. had directed parts ol
YOU TH 68, and been working with
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Henson urving to sell the networkson
the idea of a Muppet TV series, Ttwas
his recommendation o SESAME
STREE s creator Joan Cooney that
brought Henson and the Muppets
into the prcture.

Henson helped i thedevelopment
of the content and stvle for the Land-
mark show, and worked with Stone
and other Muppet staflers 1o define
the different characters o be used.
“We'd start improvising dialogue,
then I'd go home and write sketches
based on the improvisations, whic h
would lead 1o even more improvisa
tions,” Stone recalled. “Henson's
prople are at their best when they e
not working from strict scripted
material. As soon as they got inside

the puppets, things happened that
would never happen just talking to
the puppeteer across a dinner table.”

No one—least of all Henson—ex-
pected SESAME STREFE I 1o last as
long as ithas, Hedidn'teven menton
it 10 his manager, Bernie Brillsiein,
until the week belore it went on the
air in 1969, 1 remember welling him,
‘Incidentally, I'm working on this
little children's show. It's an educa-
tonal thing and 'm only domg n
hecause I believe in i Henson
recalled with somerony. ' here was
no thought that it would ever become
a big thing.”

Henson, obviously, underest-
mated the show's instant impactand
appeal. Inaddition 1o helping a gen-
eration of kids count o 10and recite
the alphaber, SESAME STREE
turned the Muppets into merchandis-
ing giants and garmered numerous
awards for Stone, Henson, etal.

owever tewarding it was,
SESAMESTREE I'mere-
Iv 1e I1l|u|¢t|| the prreep-
tion that the Muppets were

*Justa variety act. This, despite a o

of one-hour fairy tales produced for
ABC in the carly '70s: HEY! CIN-
DERELLA, THE FROG PRINCE
(featuring Kermiat's fust appearance
as a true Cfrog.” complete with
flippers and his pointed collar) and
I'HE BREMEN TOWN MUSI-
CIANS

“SESAME STREET made usreal-
ize we would never be able todo whan
we wianted o unul we were on regu-
Larly,” Henson said.  There's no way
vou cn develop characters or get
deep, complete personalities without
doing them regularly over and over
and over again.” What Henson really
wanted was i series of his own, Itwas
a frustanng quest

“T'he networks were just not inter-
estedd,” hesighed, “even after SESAME

DON SAHLIN (right) and Jim
Henson discuss the on-going construc-
tion of Bert, one of the Muppets
designed exclusively for SESAME
STREET. Sahlin built his first Muppet in
1960 (Rowlif) and became the key
creative force behind the evolving
Muppet “look” until his recent death. In
addition, Henson credits Sahlin with
creation of the “Muppet stitch,” an
almost invisible seam which passes
muster even in the tightest close-ups.

STREET became a big it They just
wanted the Muppets for children’s
programs.” While Henson dogeedly
pushed lor wianrd with network devel-
opment deals, the Muppets were
asked toappear on yetanother vanety
series. I it wasn't the solo break-
through he had hoped for, a least
SATURDAY NIGHT LIVE wasnt
another kiddie show.

We wanted to create a world with
characters who would have nothing
10 do with the Muppets on SESAME
STREETL,” explained Henson of his
short-lived enure with SN L. Lreally
loved the idea of the show. But some-
how, it never jelled for us.”

For his weekly spot on the new
series, Henson areated anew world—
the Land of Gorch—and anew gener-
ation of Muppets, designed withreal-
istic Galbein bizarre) featares and glass
taxidermist eves—the styliste lore
fathers of the creatures in THE
DARK CRYSTAL. Producer Lome
Michaels had hoped the Muppets
would add the nght touch ol bz
humor to the Lie-night comedy
show, but it was almost immediately
evident that something was notright
with King Ploobis, Scred, the Mighty
Favog and the rest. “Tdon’tlike any-
thing we did on that show,"” said Hen-
somn. 1 loved the characters. | loved
the look of them. But the scrniptsnever
worked: we never made them work.”

I'he seripts were written by dilfer-
ent SNL writers and were “horing
and bland,” according to Henson
“They were writing really good
things for themselves, and normal
sitcom stull for us. “The Coneheads,
for example, is great stull, and that's
the kind of material we should have
been doing.™

Michaels recognized the problem
and mied tomakea mid-coursecorrec-
nnn:..huu,lurn.:lhlh-n-m\\uu-:slul]u-
sketches and attempting o incorpo-
rate the Muppets into the rest of the
show. It didn’t help much. “Tt wasa
very difficult premise that Jim had
created, made doubly complicated by
the fact that they were new Muppets
and that SNL was isell so new,”
Michaels said. “ The writers tended o
be more verbal and didn’t quite have
the Lacithity for knowing how 1o wnitte
for the sortof physicalaction that the
Muppets do so well o

“God knows, we examined it from
every conceivable angle,” he added.



right for the newly-created,
funky Muppets

1976 )
THE MUPPET SHOW ,
[through 1980]. After
the networks reject pilot
shows, Henson accepts an
offer from London's Sir Lew
Grade to produce a syndi-
cated series. The show wins
two Emmy awards, and at
the peak of its popularity,
abruptly haits production.

s 'Wewanted to quit while we *
were still fresh,” Henson
explains afterward.

Janice (right) was the most
e mellow Muppet. Fer shure. 3

“What might work one week didn’t
work the next. Actually, after a while,
we began to get better at i I think it
probably would have survived.”

But Henson never gave Michaels
the chance to work out the bugs. Half-
way through SNL's first season, Hen-
son and crew packed their bags for
England and the lure of their own
weekly, syndicated senies. Il the
Muppets were a hit on SESAME
STREET, their five years on THE
MUPPET SHOW made them inter-
national celebrines, box oflice sensa-
tions and—Ifor the first tme—actors
and actresses who could handle a
wide range of material.

In the beginning, Henson feared
the limits of syndication, and had
turned down a number of previous
offers while waiting for the networks
1o wise up. ABC had been interested
for a while, and commissioned 1wo
pilots (later aired as specials): THE
MUPPET VALENTINE SHOW
(1971) and THE MUPPET SHOW
SEX AND VIOLENCE (1975). The
ratings didn’t impress the brass at
ABC., but they did imterest the execu-
tves of I'TC Entertainment, part of
the entertamment group headed by
Lord Lew Grade,

Grade saw the potental of a
Muppet series toair in the 30-minute
“prime-time access” slot thar had
been taken away from the networks,
And Henson saw the potential of
operating without the type of creative
restrictions the American networks
would have no doubt imposed

F] “Grade gave us total control—a com-
pletely free hand,” Henson noted,
“and our budget was equal 1o the
networks, he five vears we did THE

- MUPPET SHOW were a very nice
experience.”

“Very micer” Henson's reputation
for understtement is well deserved
I'HE MUPPET SHOW became a
world-wide cultural phenomenon,
with an estimated 250 milhion view-
ers in 102 countnies. In the United
States, 1t was seen on 150 statons, and
became one ol the wp-rated syndi-
cated shows in history

IHE MUPPET SHOW was not
only different in scope from previous
Muppet productions, i was different
m stvle. Never before had there been
time 1o develop characters. “We
began o work toward more complete
persomalinies,” sad Jane Henson ol

OW THE MUPPETS WORK...
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Though there have been
hundreds, if not thousands, of
different Muppets over the years,
most of them are built with the same
types of materials and construction
techniques. In fact, whether it'sa
pig, frog, dog or thing, there are only
four basic types of Muppets.

There are “hand-and-rod”
puppets—Ilike Kermit, Miss Piggy
and Grover—in which the operator
has one hand inside the puppet's
head manipulating the mouth, while
the other hand controls a rod
attached to one or both of the
puppet’s hands. The rods are
painted to blend into the back-
ground and are so skillfully manipu-
lated that audiences are often
completely unaware of them

There are the “live hand"” puppets-
—such as Rowlf, Ernie or Fozzie—in
which one hand manipulates the
mouth while the other is actually
inside the puppet’s hand, allowing
great manual dexterity. If necessary,
another operator is used to manipu-
late the puppet’s second hand.

Big Bird and Sweetums are
examples of “full costume” puppets,
in which the operator’s body is
actually inside the puppet. The
puppeteer sees out through a
carefully disguised opening and
works the mouth with various hand
and rod devices.

The rarest type of Muppet are
oversized rod puppets—such as the
Gawky Birds or Boss Men—in
which the operators, dressed in
black from head to foot, manipulate
the puppet in front of a black
background. With the correct
lighting, the operators are effectively
invisible.

“Muppets are designed to weigh
the least, move the most and be very
strong,” Henson explained. “We
always work with materials that give
us the most lifelike qualities.”
Puppets are generally made of foam
rubber or urethane, and surfaced

with nylon or orlon fleece—elastic
fabrics that take lighting well. The
nearly-invisible “Muppet Stitch,”
created in the 1960s by the late Don
Sahlin, helps the puppets stand up
to TV close-ups. Sahlin also helped
develop the distinctive “Muppet
look"—a spatial relationship between
the eyes, nose and mouth—which
contributes to the characters’ appeal
and expressiveness.

While performing, puppeteers
view their puppets on small black
and white TV monitors scattered
around the set. Full-costume

puppets are often equipped with
built-in monitors, to aid in the
performance. With the exception of
musical numbers (and THE DARK
CRYSTAL), dialogue is recorded
live, and performers wear small
microphones on headbands.

Often puppeteers perform from
unusual and cramped positions,
their arms high above their heads.
During production, it is not
uncommon on the set to hear cries
of “Muppets Up!" at the start of a
take, and “Muppets Relax!" instead
of “Cut!”

Left: Richard Hunt () and Jerry Nelson
combine to perform Biff. One of the residents
of SESAME STREET, Biff is a live-hand
puppet, because his hands are those of the
operators, alfording great manual dexterity.
Top: English comic Bruce Forsyth
romps with the Gawky Bird—an
oversized rod puppet—during
an episode of THE MUPPET SHOW.
Operators dressed in black stand in
front of a black curtain, operating black
control rods. With the right lighting, the
illusion is nearly flawless (though the out-
line of one operator can be seen obscuring
the lights at left). Above Left: Frank Oz, Jerry
Neison and Richard Hunt operate a trio of
basic hand-and-rod puppets. Their
cramped positions are typical of the physical
extremes called for during production.
Above Right: Richard Hunt is helped into his
full-body costume as Sweetums. The
suits are often combined with mechanisms to,
operate the eyes and other facial features.
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From the start, there was clearly
something unusual about Jim
Henson's Muppets—they moved
differently, they acted differently,
and they looked different than the
other puppets that appeared on
television in the 1950s.

That's because Henson designed
the Muppets specifically for the film
medium, and took skillful advantage
of camera tricks, editing, costuming
and special effects.

Originally a novelty act, the
Muppets soon developed a certain
wit, style and sophistication that
further set them apart from
such contemporaries as
Howdy Doody, Kukla, Fran
and Ollie, and the puppets of
Shari Lewis.

Whether it was Rowlf (the
canine piano virtuoso with
the easy going manner and
deadpan wit) stealing scenes
from the star of THE JIMMY
DEAN SHOW, or the simple
humor of the characters who
live on SESAME STREET
(Ernie recounting cupcakes
set up for a photograph
because Cookie Monster is
stealing them one by one) or
the musings of a love-sick
frog (“It's not easy being
green”), the Muppets have
endeared themselves to
audiences, with only a few
sour notes in a cacophony of
successes.

But what makes one
Muppet production a success
will not necessarily be the
key to another project.
SESAME STREET provided

But spurred on by the top-flight
writing of Jerry Juhl and his staff,
and the ad-libbing of Jim Henson
and his equally talented crew of
puppeteers, THE MUPPET SHOW
changed. The violence got more
stylized (and thus, funnier), the bad
jokes got worse (and thus, better),
the humor got more absurd (an
invisible cheeseburger with laryngi-
tis, a singing vegetable patch), and
characters emerged who were able
to grow, express real emotions and
laugh at themselves.

There were even jokes from the

simply-sketched characters

who combined education

and humor to appeal to

children. The early Muppet
specials, including THE FROG
PRINCE and HEY! CINDERELLA,
relied mainly upon witty adaptations
of classic tales. The SATURDAY
NIGHT LIVE bits and EMMET
OTTER'S JUG-BAND CHRISTMAS
relied primarily on aesthetic form
(and, lacking the proper amount of
wit, were only partly successful).

But Henson's greatest triumph
was THE MUPPET SHOW, which
succeeded on the strength of its
characters and absurd humor, a sort
of amalgamation of THE MARY
TYLER MOORE SHOW and MONTY
PYTHON'S FLYING CIRCUS:

There were, of course, gags that
didn't work and whole episodes
plagued by mediocrity. But THE
MUPPET SHOW eventually devel-
oped into one of the finest TV shows
ever created, and the “stars” of the
show evolved into winning personal-
ities in their own right.

Early shows relied on bad jokes,
the appearance of bizarre creatures,
and reverse role skits, such as Ruth
Buzzi singing Can't Take My Eyes
Off of You to the trollish Sweetum.
There was also a constant fall-back
to simple, violent gags—count how
many times little creatures got eaten
or blown up in the first season.
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Miss Piggy and Kermit as

cast about their very existence.
There was the unforgettable time
Fozzie decided to do a marionette
act and ended up under his
creation’s control. And Gonzo
thought the concept of puppets was
ridiculous. “Who wants to watch
dolls wiggle?” he wondered.
“Wiggling dolls is weird. It might
even be sick.” Responds Kermit: |
didn't have the heart to tell him.”

The cast of THE MUPPET SHOW,
their animal forms aside, appeared
very human. Unlike the cartoon-like
Muppets of SESAME STREET, there
were a complex lot with a penchant
for extravagant behavior.

The show's absurd happenings
would not have scored so well if not
for these winning personalities, as
the humor grew out of the charac-
ters naturally: When the Muppets
did “Alice in Wonderland,” Miss
Piggy tried to steal Brooke Shield’s
starring role, Gonzo portrayed the
Mad Hatter, Floyd tried to back out
of his role as the smoking Caterpiller,
and Fozzie put on a Tinwoodsman
costume (he thought they were
doing “Peter Pan”).

And one night when the power
failed—due to Gonzo's attempt to air
condition his mildew collection—

Kermit raced around trying to keep
the show on the air, Beauregard
couldn't repair the fuses because of
“all these wires in the way," but Dr.
Bunsen Honeydew saved the day
with a wheel generator, powered by
his tiger-chased assistant Beaker.

THE MUPPET SHOW, riot only let
the characters stretch their wings,
but gave Henson and crew the time
and money to stage elaborate
production numbers. But the pacing
of the weekly show never let style
get in the way of substance.

Unfortunately, that hasn't been
the case with the Muppet's
ventures into films, THE
MUPPET MOVIE (1979) and
THE GREAT MUPPET CA-
PER (1981). Comparisons
between the two may explain
why they failed to capture
the magic: once on THE
MUPPET SHOW, Kermit
answered that nagging
question, “Can a frog tap
dance?" and proceeded to
do a rousing rendition of
“Happy Feet.” His movement
was great—at least his upper
body movement; you never
did see his feet. However,
when Kermit joined Fozzie
for a dance in THE MUPPET
MOVIE, they both did a
soft-shoe shuffle in full-
figure view—a nice piece of
puppetry but not nearly as
entertaining.

The features did succeed
in putting the Muppets into a
new format—an extended
adventure tale—and into the
“real world,” but too much
emphasis on special effects
and a never-ending stream
of intrusive cameos took
. away from the Muppets’
strongpoint: humor.

Fortunately, the films did manage
to expand on the “Muppet Philoso-
phy,” simple tenets of goodness that
are at the heart of Henson's success
over the past 30 years. While the
Muppets have changed drastically
over this period—moving from
simple abstractions without voices,
to characters with complex
personalities—they've always, pro-
pounded kindness, hope, and the
triumph of the little guy.

In THE MUPPET MOVIE, Kermit
journeys to Hollywood, believing
that his desire to make people happy
could be his destiny. One by one,
characters join his odyssey and,
through friendship and determina-
tion, this bizarre little menagerie
makes it to “The Magic Factory.”
With Jim Henson and people (liter-
ally) close behind, they sing:

“Why are there so many songs
about rainbows? That's part of what
rainbows do. Rainbows are
memories, sweet dream reminders,
what is it you'd like todo? ... Life's
like a movie, write your own ending.
Keep believing, keep pretending,
we've done just what we set out to
do! Thanks to the lovers, the
dreamers. ..and you!"

lovers—characterizations
that sparked the success of THE MUPPET SHOW.

1979

THE MUPPET MOVIE [An AFD
Release, 98 mins.] The Muppets first
feature-length film, produced by
Henson, directed by James Frawley
and written by Jerry Juhl and Jack
Burns. The story of the Muppets’
journey to Hollywood, it features
Charles Durning and more than a
dozen cameo appearances, includ-
ing Orson Welles, Richard Pryor,
Steve Martin and Milton Berle. “The
Rainbow Connection” (by Paul Wil-
liams) is nominated for an Oscar as
Best Song

THE GREAT MUPPET CAPER
[Universal release, 95 mins.] The

the way the Muppets evolved from
the days of surprise endings and
explosions. " That had to do withour
expericnces on SESAME STREET
and 1t had o grear deal o do with
Frank Oz

Oz is now considered the premiere
Muppet performer, and it was his gift
for improvisation and characteriza-
tion that brought Miss Pigey (liter-
ally) out of the chorus line and into
the spotlight.

Another character to step out of the
shadows was the Great Gonzo.
Snipped out of a block of foam by
Henson back an 1970, Gonzo was
given a predeliction for impossible
stunts by first-scason head-writer
Jack Burns. But he was given i new
ditection by his performer, Dave
Goelz, Starting with an ad-lib ol
“Nice legs!” 1o a group ol passing
chickens, Gonvo developed o one
ol the show's most psvchologically-
complex characters, “So much ol
what Gonzo 1s comes out of Dave
Goels,” comphimented Henson,
“You get a talented performer, like
Goele or Oz, and then any character
they do just starts 1o blossom.™

Characteristically, Henson did not
include himsell in the Guegory ol
“Lalented performer,” although he
certainly belongs. His relatonship
with Kermit goes well bevond the
skilliul performances ol Oz or Goelz.
Attimes its difficult to wllwhere the
personality. of the puppeteer leaves
off and where the mind ol the frog
begins, They huve the same voice, the
same gentle personality, and the
same relaxed, unatleced manner of
getting things done. Kermit rarely
loses s temper ranning thingsat the
Muppet Theatre. Henson, his asso-
CLALeS Say, Hever Ili\l". Ill‘t IGJIIIFMl\llrl‘,
even under the most arduous pressure.

Which is not 1o say that Henson
st i good businessman, because he
is. From his pav ol $5 per show as
puppeteer on THE JUNIOR MORN-
ING SHOW, Henson has buile a
simall empire, with offices and work-
shops in Londonand New York Ciy,
I'hoagh he insists he doesn't havethe
kind of financial reserves it takes 1o
mount his own projeas (“Ny net
worth is highly exaggarated,” he
explamed). he does sivatop a sizable
company with hundreds of empfoyees
and dozens of different product lines,
including books, records, toys, dolls,



Scooter leads a group of pedaling puppets in an effects
spectacle from THE GREAT MUPPET CAPER.
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Muppets' second feature. Film
starred Charles Grodin and
Diana Rigg and featured
cameo appearances by John
Cleese, Robert Morley, Peter
Ustinov and Jack Warden.
Relying more on plot than on
gags, it was set in the “real”
world, rare for the Muppets.
The film marked Henson's
debut as a feature director.

THE DARK CRYSTAL [Uni-
versal, 93 mins.] Co-produced
(with Gary Kurtz) and co-
directed (with Frank Oz) by
Henson, the film is a de-
parture from the standard

Henson's usual fare.
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original weekly series, it
features a new cast of

Right: A Doozer, a 6"-tall,

HBO's FRAGGLE ROCK.

Muppet formula. A big-budget
risk that scored well, it sur-
prised some who expected

FRAGGLE ROCK [Home
Box Office ) Cable TV's first

Muppets. Program is hailed

as a kid's show even adults will
enjoy. But why cable? “I think
networks have dropped the ball
when it comes to children’s
programming,” Henson says

radio-controlled inhabitant of

video games, ice shows, a comicstrip,
a theme park in Pennsylvania and a
new quarterly magazine—not to
mention 'V and lilm projects.

Henson generally leaves the busi-
ness details o David Lazer (his long-
term producer), lawyer AlGottesman
and agent Bernie Brillsiein. In fact,
Henson said he isn't even certain
what cach of his different operating
divisions is lor. “Laan never remember
which is which,” he chuckled.

But if Henson isn'ttotally aware of
the complexities of hisowncorporate
structure, he makes up for it with his
skills e relevision producton. Al-
though Henson insists “therearevery
few things I onigimated,” he was the
first puppeteer 1o tully understand
and exploit television, and became a
self-taught expert in anematog-
raphy, editing and special effects.

Perhaps his most important wech-
nical achievement is the widespread
use of small, black and white video
monitors scattered around  the set,
giving the performers imstan feed-
back on the actions and reactions ol
the puppets. “Considering that
many of the Muppets can only open
their mouths,” explained Henson of
the subtleties involved, “the angle
which the head s held, how s
moved in relaton 1o the body, o
where the puppet is looking creates
the expressions, ICs all in the way you
hold a puppet. Five degrees of tltcan
convey a ditferent emonon, ™

Early Muppets were just bits of
cloth and foam. But many recent pup-
pets—including those in THEF
DARK CRYSTAL :and the new HBO
series, FRAGGLE ROCK —involve
\lllllll\lll ated medhanmical controls
But Hensonas stll convinced thanthe
skill of the performer s far more
important than that of an engineer

“In FRAGGLE ROCK we have
characters called Doozers who are six
inches wall, and we've been able 1o
radio-control their movements so
they can talk while niding along on a
motor scooter,” Henson sand. “But
the performance is sull coming from
the performer, and 1 think that will
always be a key thing to us.

“Performance is where the human-
ity 18, he added. * The characers are
cacha littde part of my soul, or some-
one else’s. Like anvihing any artist
puts forth, there is always a chunk of
the man imvolved.”

The Great
Gonzo soars
into the sky, in
a scene from
THE MUPPET
MOVIE.

hunks of Henson can there-

fore be found in King Ploob-

15 (SNL), Ermie (SESAME

STREET), Rowll, Dr. Teeth

(ol “The Electric Mayvhem™), Wal-

dorf (one of the old geesers inthe box

seats) and the Swedish Chel (one ol

his Lavorites), among others. And, ol
course, kermit the Frog,

Actually, Kermit wasn't alwavs the

Iriendly frog most people think of
him as. “When we st staned, Ker-
mit was jJust a Huneg,” Henson
recalled, “"He wasn't even o clean
green, but rather a milky wirquoise.
I'he characters were all abstract then
because that was the principle T was
working under. I leltabstract charac-
ters were shightly more “pure.’ 1f you
take a character and call hima frog—
or Rowll, and call him a dog—vyou
immediely give the audience a
handle, assisting them tounderstand.
You're giving them a bridge.™
Henson first called Kermat a frog
for THE FROG PRINCE, an hour-
long special for ABC in the early “70s,
It was one of the few concessions he's
made in his art o appeal 10 a mass
audience. “There are nice things
.Ih(lll[ .Ih\[l.l([ I’lll’!“'l\ -I“l! ne
things about more realistic ones,” he
said. “But interms of going commer-
cal, you need those bridges—you
need characters like Kermit and
Rowlf that are more casily accessible.”

I'hough Henson may have bent his
artistic integrity a bit by calling his
Muppets by familiar labels (frog, pig,
dog and bear), the success of THE
MUPPET SHOW more than made
up for i. With the series sull in pro-
duction, Henson madetwo elaborate-
Iv-produced Muppet features—THE
MUPPET MOVIE (1979) and THE
GREAT MUPPET CAPER (1981 )—
before warning full attention o his
most ambitious project ever, THE
DARK CRYSTAL.

With production now completed
for the first season ol FRAGGLE
ROCK, Henson has begun o look
ahead o future projects. Despiteover-
whelming public support, he will
not bring back THE MUPPE]
SHOW for asixth season, but he may
bring back the characters for a third
feature filim

“I'm not tired of the characters at
all,” he explained, “and we have no
mtention of retiring Kermit, Fonzie,
Gonzo and Piggy. 1 love the charac-
ters and T want o keep them alive
Evervime we get together and work
the characters, we have a good tme.”

‘The script—suill subject 1o change
—has the Muppets in New York, uy-
g to make won Broadway., And ina
case of art imitatng life, Henson s
also i New York, working on a
Broadway show of his own, "It's
probably a couple of years away,” he
said. “It's not the Muppets, but itwill

-

Debbie Harry cracks a smile during filming of a MUPPET SHOW sketch with Kermit

involve puppets and a mixture of all
kinds of other things.”

Henson sull has a number of
scripts hanging around from the
1960s, but has no plans w film any
live-action features. At least not ver, 'l
mean, there are already so many good
directors already doing live-action,”
he explained. “I've been able 1o carve
a niche out for mysell, and 1 feel i's
certainly the best place for mewo work
m movies for a while,”

But what worlds are left for Jim
Henson 1o conquer? With THE
DARK CRYSTAL, he has proven
that he can create a world for charac-
ters to live in, And with the Muppets,
he has proven that puppets can touch
people’s cmotions as few live actors
could ever hope 1o, But Henson has
never been content simply doing
what he has already achieved

What, then, is the next stepr Even
Henson isn't sure yer. "Puppetry has
the capability of being alotof things,
and doing a lot more than people
have seen with ieso Lar,” heexplaimed
“With the Luest special effects and the
different wechniques available o us,
we can now create anytlung. We can
bring to Lile any kind of illustration,
create any sort ol new creatur

“1think whole worlds are opening
up i puppewy,” said Henson, a
smile forming beneath his beard,
“that are limited only by our imagi-
nations.”

and a group of cub scouts. Jim Henson (right) raises Kermit into position, while
(I-r) Kathy Mullen, Dave Goelz and Bob Payne wait for their cues, at left.
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The behind-

the-scenes
story of one
of the most

complex and
imaginative
fantasy films
of all time.

Right: The Crystal Chamber of the
Skeksis, where the last remnants of a
dying race assemble before the Dark

Crystal, the magic source of energy
which prolongs their lives and provides
the power to hold their subjecls in evil
dominion. Their slaves, the tiny,
benevolent Pod people are seen as
dark silhouettes in the upper chambers.
At center, above the Crystal, isa
Garthim, one of the Skeksis’ insect-like
men-at-arms, who enforce Skeksis rule.
The angle shown is that of the moving
crane shot used by director Jim
Henson to open THE DARK CRYSTAL,
his innovative puppet feature, released
by Universal Pictures. The massive,
pyramidal set was built at EMI Elstree
Studios in Borehamwood, England by
production designer Harry Lange
based on the designs of conceptual
artist Brian Froud. Bottom Left: Froud's
early concept sketch of Jen, the film's
Gelfling hero, showing a blue skin that
was later abandoned to make the
puppel seem more human-like in
appearance. Bottom Middle & Right:
Froud's concept sketch of an urRu, the
gentle philosophers who oppose
Skeksis rule, and the creature as
realized by Henson's puppet craftsmen.
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Jim Henson

i was only one

day away from

signing a deal

in September

'82 to buy back

I'HE DARK

CRYSTAL from its financier,

Associated Communications Cor-

poration (ACC). The deal fell

through when company head

Robert Holmes A’'Court person-
ally decided not to sell.

Henson, creator of the Muppets,
1s reluctant to discuss the behind-
the-scenes financial maneuvering
that saved his current brainchild
from certain obscurity. Only weeks
earlier, ensconced in a comfortable
suite at Chicago’s Hyatt Regency
for a presentation of THE DARK
CRYSTAL to the World Science
Fiction Convention, Henson bent
over a Matterhorn-sized confection
of ice cream piled high with
straw berries and whipped topping
that looked like a fantasy strai

“
don’t think we want that informa-
tion to get out,” he said in a voice
that i1s recognizably Kermit the
Frog's, only octaves lower.

Henson refers to his personal
intervention, to the tune of $2
million, to save THE DARK
CRYSTAL from previously sched-
uled summer openings that would
have been disastrous. “Universal
didn’t have the theaters in Juneand
they were going to release it at the
end of July or August,” said
Henson. “I thought that was just a
terrible time for the film. That was
the main reason I delayed it.”

Universal agreed with Henson's
bleak assessment of prospects for
I'HE DARK CRYSTAL if released
during the summer, but ACC
insisted on the planned summer
openings even if prime playdates
were unavailable. ACC, acompany
deep into debt and reorganization
under new management, was
adamant about seeing a return on
its $26 million investment in the
picture at the earliest date, whatever
the repercussions. ACC agreed 1o
postpone the release date only after
Henson intervened to put up the $2
million in additional interest
incurred on their investment by
delaying until December 17. And
Henson began negotiations to buy
back the film.

“If 1 purchase the film from
ACC, the fact that T agreed 1o
purchase the interest cost goes out
the window,” said Henson. “It

Chapter headings like the one shown
above, interspersed throughout this
article, are Brian Froud's conceptual
drawings for THE DARK CRYSTAL.

article by
Alan Jones

Additional interviews by
James Van Hise
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would be my film at that point.”
Henson had originally considered
financing the film, but couldn’t,
even with the vast resources of his
worldwide Muppet empire

“I don't want the audience o
think they're doing me a favor by
going to the movie,” said Henson.
“It's not like Coppola. There's
always these big stories that he's
mortgaging his house 1o get A-
POCALYPSE NOW together. |
don’t want that kind of publicity.”

I'he point, however, is much the
same. Alter nearly seven years ol
conceiving, preparing and [ilming
I'HE DARK CRYSTAL, Henson
was prepared to put his personal
fortune at stake to see his uncon-
ventional project reach audiences
as it was intended. Tt was pérhaps
that kind of conviction that con-
vinced ACC not o sell.

I'he concept
, of doing a film
such as THE
DARK CRYS-
I'AL hirst oc-
curred to Jim
Henson in 1975 while areating a
continuing comedy segment for a
new television variety series, SAT-
URDAY NIGHT LIVE. Henson
devised a [antasy world of barren
landscapes and smoking volamos,
peopled only by bizare puppet
creatures. While the thrust of the

34

segment was still humorous,
unlike the Muppets, the careatures
were made 1o look more realistic
with the use of taxidermy glass
VYOS,

“Those characters were part of
getting to THE DARK CRYS-
AL, said Henson, T was very
excited by what we were doing in
terms of the taxidermist eyes and
the more realistic looking sets.
I'hese characters were still sort ol
hall cartoon. 1 figured we could
take that and push ita linde further
and we'd have something that
would get very realisuc.”

Henson abandoned SATUR-
DAY NIGH T LIVE to devote him-
sell 1o producing THE MUPPEL
SHOW, but was determined 1o
further explore the potential for
surrcalism in puppet technology.
Henson was particularly drawn to
an illustration in The Pig-Tale, a
children’s book based on the poem
by Lewis Carroll, published by Lit-
tle Brown & Company that same
year.

“I had been fiddling around
with this image ol a very gruesome
cocktail party peopled with reptili-
an-like areatures dressed in fine
clothes, maintaining a sophisti-
cated level of conversation,” said
Henson. “Then I'saw thisdrawing
ol some crocodiles in very rizy sur-
roundings and it became the key
image that kicked off the whole

project.” The concept eventually
survived as one ol the key sequences
of THE DARK CRYSTAL: the
Skeksis' bizarre dinner party.

Part of Henson's need for greater
puppet realism was his desire 1o
strike out in anew direction for the
Muppets, away from comedy and
caricature and into the realm ol
serious drama.

“In theory you can touch an
audience very deeply with pup-
pets,” said Henson, “Puppetry s
capable of a very wide range ol
emotion. A lot of the interesting
work that's done with puppets on
an adult level is not funny. I'veseen
some really beantiful, moving pro-
ductions. Most people haven’t
I'hat's why I think puppetry 1s so
exciting. I think it has the capabil-
ity of doing a lot more than people
have seen it do so far.”

I'he project, then called simply
I'HE CRYSTAL, was to be Hen-
son's first feature film, anextremely
unconventonal one at that, and
expensive 1o boot. For finanang,
Henson turmed to Lord Lew Grade
and his British ACC film and tele-
vision production empire. Henson
was making a fortune for Grade's
company with the worldwide tele-
vision success of THE MUPPET
SHOW, and Grade was expanding
into film production and distribu-
tion in a big way. Grade lent a
sympathetic ear to the project, and

:

YODA was developed for THE
EMPIRE STRIKES BACK as a result of
the expertise provided by Henson
puppet craftsmen at work on THE
DARK CRYSTAL. Henson's co-
director, Frank Oz, is shown operaling
the Jedi Master for filming, assisted by
another Henson associate, Wendy
Midener, who is obscured behind the
puppet. Midener sculpted and built the
prototype for Yoda, the first puppet
ever filmed with a skin made totally of
foam latex, a makeup material adapted
for use on THE DARK CRYSTAL.

put up the money for its develop-
ment on the condition that Henson
devote his first featare film to the
Muppets. The Muppets meant
money and that was something
Grade understood

“Fortunatelv STAR WARS
came out when we were formulat-
ing all this [May 1976],” said Hen-
son. “Wetook heart from its classic
storvline, which was 1ts great
strength. 1T remember talking o
Lew Grade, uying to talk himinto
the movie, and T was [inally able o
sdy, ‘Well, 1t's sort ol ke STAR
WARS." And everybody would
respond, ‘Oh well, that sounds
good!” For THE DARK CRYS-
I'AL we knew we could draw on
the same strong values of thou-
sands of years of storytelling that
made STAR WARS sostrong.”

I'he earliest preproductiorrwork
on the [ilm began at Henson's New
York Muppet workshop in 1977,



INSPIRATION for THE DARK CRYSTAL
came to Henson in the form of this illustration
by Leonard B. Lubin for a book of children's

even though no script or storyline
had yet been devised. Puppet crafts

people at work on the Muppets
began the problem solving process
of making puppets that looked and
moved more realistically. At the
time, nearby Astoria Studios, reac-
tivated by the lilming of THE WIZ,
was being considered as a produc-
tion base.

Finally, an act of God made the
whole project coalesce. Whilecom-
muting to London in February
1978 for production of THE
MUPPET SHOW, Henson found
himself snowbound after boarding
the Concorde in New York with his
daughter Lisa. Lisa Henson, now
22 and the editor of the Harvard
Lampoon, had been encouraging
the concept along with [riendly
advice. “'She wanted me todosome-
thing that meant creating an entire
world of very obvious, black-and-
white, good guys and bad guys,”
said Jim Henson. Put up for three
days at a Howard Johnson's Motor
Lodge near the airport, Henson
began to lormalize concepts for the
{ilm on paper.

“There was sull no plot at that
point,” said Lisa. “We talked
about the classes ol creatures and
Jim was irying to conceptualize the
kind of world that would make
them real. He even started map-
ping it out—where the good guys
would live, how the heroines
might work their way from theout-
side and mfiluate the repuileruling
class. He was working it out spa-
tally and devising how the charac-
ters would look.”

How the characters would look
became the key to the [ilm's devel-
opment. Jerry Houle, Henson's
licensing vice president, spotied
the work of Lantasy artist Brian
Froud in An Anthology of English
Hlustration at a book fair in San
Francisco and showed it 1o Hen-
son. Houle soon found himself on
aflightto Devon, England, at Hen-
son’s request, to meet Froud and
discuss the project. Houle was

poetry by Lewis Carroll called “The Pig-
Tale,” published by Little, Brown & Co. in
1975. The image of crocodiles preparing
for a dinner party meshed with Henson's
idea of a film involving lizards acting
elegantly in very ritzy surroundings. And
in such a manner, the Skeksis were born.

delighted 1o discover that Froud
sculpted as well as drew. Froud's
work for his first solo book, The
Land of Froud, and a follow-up
then in progress, Faeries, expressed
a talent ideally suited o visualize
Henson's fantasy epic. Armed with
photographs of Froud's studio and
work in progress, Houle reported
back to Henson.

“I'loved the style and richness of
Froud's illustrations,” said Hen-
son. "I knew intuitively that his
work could be turned into three
dimensional characters for our
film—it was that wranslatable.””
Froud flew to New York to meet
with Henson, and was won over by
Henson's enthusiasm for the proj-
et and for Froud's work. Froud
signed 10 work on the hilm, an
agreement one source close o the
production termed “an exclusive,
five-year contract,” but which
Froud characterized as avery loose,
informal agreement.

“My jobon THE DARK CRYS-
AL was an odd one for me,” said
Froud, an imaginative, independ-
ent artist accustomed o working
alone, following his own instincts,
with only himsell 1o please. ©'T was
hired o visualize somebody else’s
vision. I put a form on Jim Hen-
son's dreams, and 1 seem 1o have
pleased him.”

I'he working relationship was
unique for Henson as well. " Every-
thing else I've done, I've started
with a story, a script,” he said.
“With THE DARK CRYSTAL we
designed the characters and other
life forms first. We were interested
in giving a new world a sense of
reality. The story would evolve

later.”

Preproduction on THE DARK
CRYSTAL began in earnest in
July 1978 @t Henson Associates’
Muppet workshop in New York
City. Henson formed a core group
of seven technicians to begin the
design and fabrication of puppet
character prototypes that would
serve as the lilm's “actors.” The
tight-knit group included sculp-
tors Tim Cluk working on the
urRu Mystics, Wendy Midener on
Geltlings, Fred Nihda on Gar-
thims, and Lyle Conway on the
Skeksis; animator Leigh Donald-
son worked on problems of the
creatures’ mechanical design; Tom
McLaughhin, pulled from work on
the Muppets, advised on the use of
foam latex; and Sherry Amont

served as coordinator and overall
SUPETVISOL.

I'he first five months of work
involved rudimentary preliminary
designs, none of which would be
used in the final film except for a
few unimportant background
woodland creatures. At this time
Henson was in the throes of deter-
mining exactly how far he wamed
to take the concept of realism as
applied o puppets. The philoso-
phy of Muppet design had been o
reduce nonessential elements and
[ocus on broad, clean features, basi-
cally an abstract simplifying pro-
cess. For THE DARK CRYSTAL,
Henson wanted dense, realistic
detail, and sought a compromise

THE LAND OF GORCH andits
bizarre inhabitants were created by
Henson in 1975 for a continuing
Muppets segment for the television
variety series SATURDAY NIGHT LIVE.
The experience of making the
characters more realistic than the
Muppets, using life-like taxidermist
eyes for the lirst time, and creating a
fantasy world in which they could
“live,” led Henson to conceptualize the
idea for THE DARK CRYSTAL. The
cast of characters were designed by
Henson and art director Michael Frith
and included (I-r): the Mighty Favog,
played by Frank Oz, a stone idol that
came to surprising life and spouted
pithy, down-to-earth philosophy;
Scred, fanged, with dead bird in hand,
the most overtly “monsterish” of the
group played by Jerry Nelson; Peuta;
Wisss; Vazh; and King Ploobis, with
scrimshaw teeth, played by Henson.
“From the rotting forest to the stagnant
mud flat. . . this land was made for you
and me!” sang the characters of Gorch,
but after 15 shows Henson called it
quits, unsatisfied with the script quality.
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between realism and Muppet
design characteristies that would
produce a clearly defined face.

Wendy Midener began to experi-
ment with the use of foam latex for
the puppets of Jen and Kira. Her
first prototypes were made with a
hard latex base over which was
stretched a chamots leather skin, a
technique that would have been
fine for the Muppets but which
proved oo inflexible and inexpres-
sive for the realism demanded of
the Gelflings. Henson suggested
the use of foam Latex, and brought
in makeup expert Dick Smith o
school Midener and Tom Mec-
Laughlin on the production and
use of the material.

Ininally, Brian Froud was un-
able to devote full anention to con-

ceptualizing THE DARK CRYS-

PUPPET WORKSHOPS were held
two evenings each week to train
puppeteers for THE DARK CRYSTAL.
Jim Henson goes through a speaking
exercise here, using old Muppets to
save wear and tear on the puppets to be
used for filming. Experienced puppel
performers mingled with novices to
provide tips and helpful advice.

I'AL due 1o lhis commitments to
finish his best-selling book, Faer-
tes. Froud supplied a few rough
sketches of the Skeksis and some
swamp creatures alter signing on
1o the project, and was called back
to New York [rom ume 1o ume to
confer with Henson and the pre-
production team, already at work.,

Henson thrived on an atmos-
phere of close collaboration, and
used his group to define the scope
and limitations ol realism m whant
wis to be the most ambitious
puppet Lilm ever undertaken. “We
made a collecuve decision not o
use humans in makeup or cos-
tume,” said Henson, “As soon as
vou put an actor i this kind of
Lindscape, you've established a
scale that 1s too reminiscent of the
real world. 've alwavs felo that this
is where other fantasy films in the
past have gone wrong. 1 wanted
creatures with four arms and all
dilferent shapes and sizes, We had
1o break free of the human lorm o
achieve that. T wanted 1o be wotally
submerged in another world., We
kicked around ideas like what food
the Skeksis would cat. Al that was

Left: Puppet-maker Graham Galvin
displays Aughra's leg. The foot, shin
and calf were cast in foam latex. The
upper leg, seen only beneath Aughra’s
costume, was scissored from
Scotfoam, and given realistically
rippling muscles. The foam pieces are
attached to a jointed metal armature
which gave the puppet its humorously
distinctive squatting motion. Right:
Tests were made to determine the
mode of operation for each puppet
character, so that body shapes could
be designed to fit. This test for Aughra
suggests two primary operators, but
was deemed too bulky. An even bulkier
option included a third cable operator,
and was also abandoned. A single
enclosed operator was actually used.

terribly important to me.”

At these production meetings
Froud doodled as Henson, he and
other members of the team formu-
lated and refined character and
creature design ideas. ““The meet-
ings were wonderful,” said Froud.
“We'd frequently end in fits of hys-
terical laughter, usually over the
Skeksis, throwing out ideas on
what they would do in the film,
how they would act. What the Skek-
sis do 1s preuy disgusting stufl.
Henson would look at the visuals 1
was coming up with and make sug-
gestions. 1 would change things
until we finally met on some mid-
dle ground that we both felt was
right.”

. In lawe '78, pro-
ducer Gary Kurtz
approached Jim

= | Henson for help.
I'HE EMPIRE

STRIKES BACK was due 10 go

before the cameras in March, and

Stuart Freeborn, makeup and spe-

cial creature designer for the film,

was having serious problems devis-
ing a puppet Yoda that would meet
scripted requirements. ““What

Henson was doing with arubicially

created creatures was state-of-the-

art,” said Kurtz. 1 wanted that
knowledge and expertise behind

Yoda. We knew we had 1o create a

unique type of character for the
film.”

Henson showed Kurtz tests of the
preliminary design work being
done on THE DARK CRYSTAL,
but was reluctant to provide the
help Kuriz needed. T didn’t want
to become involved because 1 felt
our project was really along the
same lines,” said Henson. Henson
was acutely aware that the STAR
WARS sequel would reach audi-
ences long belore THE DARK
CRYSTAL, due 1o Henson's prior
commitment to Lord Grade for
I'HE MUPPET MOVIE, then cur-
rently in production. Henson
turned Kurtz away.

But Kurtz was a good salesman,
and alter repeated talks, sold Hen-
son on the concept of an exchange
of information and expertise
between the two companies: Hen-
son would pave the way for the
creation of Yoda for THE EMPIRE
STRIKES BACK, and in return
Kurtz would act as an advisor on
I'HE DARK CRYSTAL, provid-
ing knowledge and expertise
gained as the producer of STAR
WARS and its sequel.

From the core group of prepro-
duction technicians, Henson chose
Wendy Midener to work on Yoda.
“My role was simply a gesture
study,” said Medener. T invested
the puppet with its look and rudi-
mentary personality. 1 took the
design from drawings that were
given to me and three-dimension-
alized them.”

After sculpting Yoda, Midener
worked on the construction of a
prototype puppet and staved with
the lnudll( tion continuously
through filming. Her prior expe-
rience in the use of foam latex for
puppet work proved invaluable.
“Yoda was the first instance of
anyone using a total latex skin fora
puppet,” said Midener. “Hewasan
experiment for what we were plan-
ningon THE DARKCRYSTAL."

Henson also provided the team
of operators who brought Yoda 1o
lile, headed by long-time associate
Frank Oz, including Kathryn
Mullen, who plays Kira in THE
DARK CRYSTAL, David Barclay
and Midener, though only Oz was
credited. 1 was the eves and ears,”
said Midener.

I'hough shooting began early in
1979, the hilming of Yoda's scenes
was delayed until August ductothe
fact that construction of the puppet
by Stuart Freeborn's makeup
group wis seriously behind sched-
ule. Yoda's scenes were the last o be
filmed, involving only actor Mark
Hamill on the standing Dagobah
set, and the long delays proved o be
a grave expense for the production.,

“Nobody on THE EMPIRE
STRIKES BACK really knew
about puppets or how 10 work

them,” said Midener. I rememben
ectting directions hike ‘Right, now
we want Yoda to run across®the
stage.” And you'd have to tell them,
‘Wait a minute! He can’t possibly




do that.” They would have to come
up with another way of approach-
ing the scene.”

I'hough numerous voices were
auditioned for the role of Yoda,
operator Frank Oz ended up dub-
bing the lines he voiced during his
performance. That resulted in
Yoda sounding distinctly like Miss
Piggy and Forszie Bear, two well-
known Oz characterizations for the
Muppets. It was a difficalt choice
because of his very recognizable
voice, but no one else seemed o
capture the essence ol Yoda, -said
Kurtz. “Ulumately we came back
10 Oz because of the personality of
his voice.”

Ozsaw Yodaas a challengeand a
learning experience. “With Miss
Piggy and Fozzie Bear, I'm per-
forming.,” he said. “With Yoda [
was acting. I loved it because | had
toconcentrate somuchon the phys-
ical aspect of the character.” Sup-
posedly this experience served Oz
in good stead for his starring roles
in THE DARK CRYSTAL as
Aughra, Keeper of Secrets and the
Chamberlain Skeksis, vet Oz tends
todiscount the importanceof THE

EMPIRE STRIKES BACK in the

development of THE DARK
CRYSTAL

“We wanted to know moreabout
the requirements of a fantasy
film,” said Oz of Henson's agree-
ment to collaborate with Kure,
“but in the long run I don't think
the exchange of information was
necessary. We've cach pursued sep-
arate avenues.

Yoda's builder, Wendy Midener,
disagrees. “"Yoda was the lore-
runner of everything we were try-
ing to achieve on THE DARK
CRYSTAL,"” she said. “It gave us
all a taste of what it was like using
that kind of \up]li\li(.ilt‘d puppet
on a set when you had a limied
amount of time and very elaborate
scenes that yvou had o get done.
I'hat sort of training was vital 1o
I'HE DARK CRYSTAL. Although
we knew deep down inside what
could or couldn't be done, Yoda
confirmed that for us in no uncer-
tain terms.”’

Seeing the value in the pracucal
experience gained in shooting
Yodafor THE EMPIRESTRIKES
BACK, after filming wrapped Hen-
son asked Gary Kurtz to act as his
co-producer on THE DARKCRYS-

THE ORRERY under construction,
platformed 4'; feet off the stage floor to
allow puppet performers to stand below
the set. The set floor could be removed
in four foot square sections along with
its platform of metal stanchions for that
purpose. Attached (left) is a set of the
cave walls which lead up into the
orrery, Aughra's rotating mechanical
replica of the heavens. The mechanics
for the orrery (inset) were sunk fifteen
feet beneath the set floor and could be
fixed to rotate on a variety of different
axes and preset to operate with
repeatable eccentric moves, making
this one of the more dangerous sets.

AL and Kurtz accepred. Kuriz
wanted 1o pursue projects ol his
own as a producer and director and
had already decided not 1o act as
producer for George Lucas on
RETURN OF THE JEDI, the next
STAR WARS installment. “That
would have been another constant
three vears ol work,” said Kurtz.
“THE DARK CRYSTAL would
give me some time o develop my
other plans.”

Henson had already tapped
Frank Oz to be his co-director, tak-
ing full advantage of Oz's Yoda
experience. The offer ok Oz by
surprise. “We were shooting THE
MUPPET MOVIE when he asked

¥
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me to direct THE DARK CRYS-
I'AL, and 1t came night out of the
blue,” sand Oz, who jumped at the
chance.

Oz had worked asa puppeteer for
Henson for more than 18 vears,
since a teenager, and 1s now vice
president of Henson Associates,
Inc., the parent company of Hen-
son’s worldwide Muppet empire.
“l wanted Frank Oz 1o help me
because I knew I would be doing a
certain. amount of performing,”
said Henson, who plays Gelfling
Jen and the Skeksis Ritual Magter
in I'HE DARK CRYSTAL. "I
needed someone outside whose
judgment I trusted implicidy.”
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THE MUP-
PET MOVIE
was released in
June 1979 and
emerged asone
of the season’s
biggest hits.
Beginning its

I'HE MUPPE'L

fourth season,
SHOW continued as the biggesthi
ever in the history of television syn-

dication. Henson was now pre-
pared 1o go forward with THE
DARK CRYSTAL. Lord Grade,
waltching the Muppet money pour
into ACC, his film and television
conglomerate, was not. Grade
wanted a Muppet sequel. Henson
and Grade seuled on a compro-
mise: Grade would finance THE
DARK CRYSTAL as a package
deal with THEGREATMUPPET
CAPER, the sequel he wanted.*The
two projects would be prepared
and [ilmed back-to-back, but the
Muppet sequel was to be filmed
farst.

Henson's Lirst order of business
was to transfonm his vague, amor-
phous ideas about the characters
and world of THE DARK CRYS-
I'AL into a story and screenplay.
Henson hired writer David Odell,
who had scripted THE MUPPET
MOVIE. Odell had wrinen BE-
TWEEN TIME AND TIMBUK-
1'U for public television, based on
the books of Kurt Vonnegut, and
wrote many of the episodes for the
last two seasons of THE MUPPET
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SHOW. Odell fleshed-out Hen-
son’s slim quest storyline into a
final shooting script.

Henson began actve preproduc-
tnon on THE GREAT MUPPET
CAPER and THE DARK CRYS-
TAL simultancously. The core
group of seven preproduction ech-
nicians who had been working on
I'HE DARK CRYSTAL in New
York were moved 1o London in
July, and told to gear up for film-
ing. Wendy Midener was already
there, actively involved in the crea-
tion of Yoda for THE EMPIRE
STRIKES BACK.

With the production now based
in England, illustrator Brian
Froud began to work full time on
the film’s conceprual design,
Sherry Amott ook charge of laying
the groundwork for the project in
London, establishing a workshop
facility in Hampstead Heath,
which Henson purchased out-
right, and began hiring the staff
which would design and build the
film’s puppet cast of thousands.
Amott’s group would expand from
the original seven 10 over fown
hundred wchnicians during the
Next Lwo years.

As hero and heroine of the story,
the Gelflings Jenand Kiraservedas
the most identifiably human-like
characters in the world of THE
DARK CRYSTAL, providing a
focus for audience identification.
Henson had ruled out using actors
in makeup early in preproduction

CABLE MECHANISMS like that
shown at left give the puppets of THE
DARK CRYSTAL realistic and
expressive facial movement. The
prototype cable device inside this
fiberglass Skeksis underskull provided
nose, eye and eyebrow movement.
Sequential photos of the Chamberlain
(below) show how cable mechanisms
change his expression by turning down
the corners of his mouth and moving
his upper lip lo expose his teeth.

when the characters were more
animal-like in design. Froud's
original concept called for Gelf-
lings to be furry and blue incolorto
suggest an other-worldliness, “We
just couldn’t get the animal look to
work,” said Froud. “But as the
characters moved toward a more
human appearance they ended o
look dead. Our aim was o make
them look shightly ethereal, so the
puppeteers could projecta lotinto

them. The danger there was
blandness.”
Wendy  Midener, assigned  the

task of sculpting Jen and Kira,
worked closely with Froud and
Henson. Midener sculpted hun-
dreds of design varianons, adding
horns, taking ofl noses, making
characters that were cat-like or
deer- like, “Froud wanted dignity,”
she said. 1 brought the two sides
together. Froud would say, “Make
the ears smaller.” SoI'd lop them off
a little, Henson would say, "Widen
the eyes.” IHovesculpting and I'ma
fast worker. I'd incorporate their
suggestions and they'd well me if 1
was on the right mack.”

As the design progressed, the
characters aged from being voung-
sters of only six yvears to what Mid-
CNer sUuggests are now ieenagers ol
about 16. The animal look failed 1o
jell in her estimaton because 1t
proved an obstacle to making Kira
logk preny. “The Gelflings ended
up being far more human than |
ever expected them o be,” she said,

I'ypilying the unhuman charac-
ters of THE DARK CRYSTAL are
the urRu—wrinkled, squat, slow-
moving creatures with four arms,
referred to in the film simply as the
Mystics. Froud's designs for the

creatures spring directly from the
pages of his published work in The
Land of Froud. Gentle philo-
sophers who raise Jen in their Hid-
den Valley, the Mystics are given
distinct characters in the wrinkled
whorls and spirals of flesh that
mark their faces. Tim Clark sculp-
ted the head and hands of the four
primary characters from Froud's
detaitled color renderings, then
devised varianons of his own for
the remainder.

I'he Skeksis are the urRu's flip
side—vile, disgusting creatures
who serve as the film’s dark vil-
lains, holding evil dominion over
Henson's magic and
wonder using the power ol THE
DARK CRYSTAL. As the charac-
ters which miggered Henson's con-
cept lor the film, the Skeksis were
among the lirst 1o be designed,
sketched by Froud during his first
New York wisit. Oniginally the
creatures were to be refined and
clegant, with a bright, ghiuery look,
in keeping with Leonard B. Lu-
bin's Lewis Carroll illustration in
The Pig-Taleol Crocodiles meticu-
lously preparing for a dinner party
by taking a bath. Although the
creatures remained hizard-like, an
opposite approach for the Skeksis
was finally decided upon. ““They
gradually became more faded and
batered,” sind Froud. “Our con-
cept was that they never washed or
changed. They just kept puttingon
lavers and layers of clothes.”

Froud sculpted maquettes, small
dimensional sketches, of the more
prominent Skeksis characters, and
produced pencil roughs 1o capure
the essence of others in secondary
roles. Lyle Conway sculpted the
nine individual Skeksis characters
seen in the film, based on Froud's
designs. With a background in the
toy industry, Conway had pre-
viously sculpted the stop-motion
figures seen i David Allen’s THE
DAY TIME ENDED, and was
accustomed 1o designing his own
work. His working relationship
with Froud was nevertheless an
easy one. “Froud respected the

world ol

sculpting team as artists,” said




The Chamberlain Skeksis was the most complex of the mechanized puppets built for THE DARK CRYSTAL, with 21 cable activated parts, and was the most finely detailed
of the Skeksis sculpted by puppet-maker Lyle Conway. For this dramatic scene where the Chamberlain is stripped of his clothes, Sarah Bradpiece sculpted a body.

Conway. “"We didn't have 1o
mechanically reproduce his de-
signs. He welcomed our input in
the final execution.™

I'ohelp give each Skeksisitsown
identifiable personality, shop
supervisor Sherry Amott suggested
assigning each with a joband func-
tion around the castle. A script
meeting among the filmmakers
soon resulted in a list of ttles and
job descriptions which guided
Conway in the creaton of subtle
facial characienstics for each.

“Henson was concerned about

how the Skeksis designs would be
realized, because he didn't want 1o
do a ‘'monster movie,” "' said Con-
way. “He didn’t wantsomething of
IHE CREATURE FROM THE
BLACK LAGOON school ol
lizardry. When Henson saw me
detatling the first sculpture he wor-
ried that it was going to look scaly
and warty, like something from the
1950s. It was a concern we werevery
conscious of in interpreting Froud's
drawings.”

Fizzgig, perhaps the most win-
ning character in THE DARK

CRYSTAL, was one of Froud's
simpler designs, basically a ball of
fur with two rows of weth resem-
bling a gin trap. As Kira's trusty
pet, Fizegig is the most Muppet-
like all of the film's characters,
stealing nearly every scene it's in.
Rollie Krewson fabricated Fizz-
gig’s face by bonding furof a lion’s
tail, one hair at a ume, 1o a base
knitted from elastic thread. The
body consists ol opossum, raccoon,
fox and lamb furs, tiny squares ol
which were sewn onto an elastic
base by hand. Oz and Henson

called for the extra row of teeth
during construction, giving Fizz-
gig its distincuve bite.

Froud became so wrapped up in
oversecing the sculpting and
design work of the major creatures
and characters that he was forced to
give up work he had reserved for
himself on his personal favorite,
Aughra, Keeper of Searets. “Froud
appeared at my table one day witha
sketch of Aughra,” said sculpton
Lyle Conway. “He said he would
be too busy and asked if [could find
ume in my schedule 1o do her.”

SPECIAL EFFECTS
supervised by Brian Smithies
included the use of “capping
miniatures” to complete
panoramic landscapes that
could not be built full scale.
The climactic confrontation
of the urRu and the Skeksis'
Garthim warriors at the foot
of the Skeksis castle (far left)
was filmed on a full scale set
built on the backlot of EMI
Elstree Studios. For long
shots this small patch of live-
action set was carefully
composited into a miniature
of the surrounding
landscape (middle left). The
composite shown is an early
test without color correction.
A smaller scale miniature for
more distant shols was also
built (near left) for the
Landstrider battle sequence.
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Conway felt honored by therequest
and accepted, finding the work his
most rewarding contribution to
the film. Aughra, the astrono-
mer scientist who teaches Jen the
true nature of hls(|l||'\l.l\nlll'niI]I('
most colorful and expressive
puppet characters in THE DARK
CRYSTAL. Conway’s subtle,
finely detailed realizaton of Froud's
design contributes greatly 1o the
puppet’s impactand realism.
“You had to keep in mind when
sculpting how the puppet would
eventually move,” said Conway,
explaining Aughra’s wrinkled
look. " The wrinkles provide a nat-
ural place for the foam to fold and
allow movement. It wasn't at all
like the Muppets, where a hand
automatically became a mouth.

We had to develop a new design
approach because mechanisms
were inside.”

Henson  be-
gan o assem-
ble the techni-
cal crew who

’ would shoot
THE GREAT MUPPET CAPER
and THE DARK CRYSTAL: cine-
matographer Oswald Morris,
B.S.C., who came out of retirement
to accept the innovative assign-
ment; executive producer David
Lazer; [ilm editor Ralph Kemplen;
special visual elfects supervisors
Brian Smithies and Roy Field; and
production designer Harry Lange.
While the two [ilms represented a
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package deal, the continuity of key
technical personnel proved o be a
real bonus, allowing the filmmak-
ers 1o become thoroughly versed in
Muppet filming techniques belore
embarking on the complexities of
I'HE DARK CRYSTAL, a film
with no actors and few real loca-
tuons. Filming of THE GREAT
MUPPET CAPER began in Sep-
tember 1980.

In June, the Hampstead Heath
puppet factory for THE DARK
CRYSTAL went into full gear,
beginning the construction of the

MYSTIC VALLEY was builtona
sound stage at EMI Eistree Studios by
production designer Harry Lange from
conceptual designs by Brian Froud.
Cinematographer Ossie Morris used
6kw quartz overhead space lights with
white silk skirts to provide a soft,
shadowless overhead light. Colored
filters on the camera and other lights
provided a gold tinge, a lighting
concept Morris developed while
shooting THE WIZ. Being filmed in the
foreground is the urRu funeral.

final puppets that would be used
for hilming once THE GREAT
MUPPET CAPER wrapped prin-
cipal photography. “We just
couldn’t dither any more designs,”™
said sculptor Wendy Midener. “We
had 10 begin the extensive process
of mechanizing the puppets and
making them work.”

I'hough the design phase was
essentially over, Brian Froud
found that design decisions con-
tinued to occupy his time through-
out construction. “"The easy part
was getting the basic look,” sad
Froud. *"The problem was translat-
ing that into characters that could
move. All the manipulative and
mechanical problems meant con-
stant design changes as work pro-
gressed. It was my job to make sure
the changes didn’t get oo Lar away
from Henson's concepts and the
original thumbnail sketches I had
done.” Froud's designs had 10
incorporate wavs of hiding not
only the puppet operators, but
often mechanismsas bulkyasa T'V
monitor,

I'he Gelflings, Jen and Kira,
were basically hand puppets made
1o fit the hands of performers Jim
Henson and Kathryn Mullen.
Hand movements operated the
mouths for dialogue. The remain-
der of the puppets’ head space,
about half, was taken up withother
mechanisms for facial and eye
movements operated by radio con-
trol. The puppets were castinloam
latex, then fitted by Gelfling group
leader Wendy Midener to an

underskeleton containing mech-
anisms for head andarm movement.

Gelfling arms were operated like
rod puppets, with the operating
rod extending out behind the
elbow, shielded by the arm iself
from the camera’s view. Since the
operator's right hand operated the
puppet’s head, Gelfling rightarms
were manipulated by anotheroper-
ator in tandem with Henson or
Mullen. For some complex hand
movements, cable operated arms
were built.

I'he urRu Mystics were also
hand puppets of a sort—the head s
worn at the end of the operator’s
outstretched right hand, which
operates eyeblink and some lip
movements—but with the opera-
tor completely inside. The per-
former sqquats on his haunches, his
head bent forward and right anm
extended, providing the creature
its unusual body shape and slow,
shuffling walk. The stance was
developed in New York by per-
former Brian Muehl and Mystic
group leader Tim Clark. Muehl
plays Mystics UrZah and the Dying
Master and had worked with Mum-
menschang, a dance group re-
nowned for mnovative elfects
derived from contorting performers
into unusual postures,

Clark mechamized the urRu in
addition 1o sculpting them. Foam
latex skins were lined onto fiber-
glass understructures. Cable mech-
anisms lor evebrows, eve move-
ment, breathing and other func-
tions were built-in and activated by
operators just out of Gunera range
With their free left hand, per-
formers operated only one of the

THE POD VILLAGE was a small
scale, intimate set, shown here during
filming of the festive visit of Jen and
Kira (left foreground). Co-director
Frank Oz is crouching down to hit the
marks of the pod wailter's walk-on
performance at center. Virtually every
scene in THE DARK CRYSTAL isa
special effect of some kind, with
performers and cable crews hidden out
of camera range or behind the sets.




THE SKEKSIS were performed as
puppets by operators and cable crews
concealed beneath the set. Shown at
right is the Scientist, who drains life
from the Pod villagers to keep his dying
race alive. In full shots where the
Skeksis are seen to move and walk,
they are played by midgets in costume
(inset). Four-foot tall Kirin Shah is
shown in a costume test of the Skeksis’
lizard-like tail. Shah also played Jen.

creature’s four arms. The other
arms were manipulated, when
needed, by two other performers.

I'he Skeksis included the most
complex of all the mechanized
puppets, the Chamberlain, who
gets stripped of hisclothesand ban-
ished when his bid for power fails.
I'he Chamberlain included 21 ca-
ble-activated parts controlling the
movements of eyebrows, eyes, eye-
lids and beak either up or down o
from side to side. Pneumatic con-
trols underneath the chin provided
a sneering lip movement. Other
Skeksis characters, depending on
their personality and importance
to the storyline, had lesser degrees
of articulaton. The Historian was
the simplest, with only two func-
tions, an eye blink and left-to-right
eye movement.

Lyle Conway supervised the con-
struction of two sets cach of the
nine Skeksis characters. Sarah
Bradpiece sculpted the body of the
naked Chamberlain, which was
cast in foam latex, and aeated the
distinctive costumes for each of the
nine characters. The puppet bodies
of the remaining Skeksis were
sculpted by Bradpiece directly in
Scotfoam and attached 1o a light-
weight aluminum and plastic
framework. The Skeksis were hand
puppets much like the Gelflings.
Operators credited in the cast list
manipulated head and mouth
movements with their right hand,
while operating the puppet’s left
arm with their left hand. Addi-
tional technicians operated the
other arm as well as cable controls
for sophisticated facial and eye
expression when called for.

“The gimmicks and mechan-
isms are great,” said Conway. “But
I'd sooner eliminate one than re-
strict a puppeteer from fully realiz-
ing his character. Henson’s Kermit
is a fine example. Ithas nomoving
eyes or mouth mechanisms, yet
subtle movements of head and
hands suggest a variety of emotion.
It is a wonderful surprise—really

Christmas time—to rn a newly
made puppet over 1o an operator
and see what personality he or she
‘L:i\l‘\ .

Large, heavy puppets like the
Skeksis required some form of sup-
port other than the operator'sarm.
In the past, large Muppets had been
built on backpacks, but that ar-
rangement made it difficult for the
operator to lift his or her arms 10
work the puppet. For THE DARK
CRYSTAL, Henson came up with
the idea of building the puppets on
a hamess, permitting the weight to
be carried more easily on the hips.
On Henson's suggestion, shop
supervisor Sherry Amott located a
Steadicam harness, modified it for
use, and turned it over o the film's
mechanical specialists 1o be manu-
factured in quantity. The Steadi-
cam harness features a quick
release mechanism that was partic-
ularly important to the produc-
tion, as the creatures had to be easy
1o get out of in case of fire.

Fizzgig was constructed by Rol-
lie Krewson in eight different ver-
sions, depending on the action
called for in the script. Kira's fluff-
ball of a pet was too tiny to contain
all the mechanisms that were
required. One puppet featured an
eye blink, another had eyes that
moved right to left. Two puppets
fitted to the hand of operator Dave
Goelz featured a large mouth lined
with angry teeth. Goelz provided
an amazing degree of personality to
what is essentially a ball of fur.
I'wo of the Fizgigs are merely
round balls for waveling shots,
made to roll like tumbleweeds.

Krewson compares Fizgig o
Henson's first Kermit in that both
characters are essentially simple

hand puppets, and both were made
from old coats. (Kermit was made
from a green coat Henson got from
his mother, and Fizzgig was created
from old fur coats because Krewson
was sensitive to using the skins of
endangered species.) Krewson took
about a week 1o make cach Fizzgig,.

In addition to the Skeksis, Lyle
Conway’s group of three puppet
makers, David Barclay, Tad Krza-
nowski and Graham Galvin, also
fabricated Aughra and the urSkeks,
the tall, white ethereal beings that
result when the Skeksis and urRu
merge at the film's denouement.
Barclay sculpted the urSkeks from
Conway's design, and four puppets
were cast in foam latex and con-
structed. Blinking eyes are the ur-
Skeks' only moving parts.

Aughra was the most complex
puppet in the film, outside of the
Chamberlain Skeksis, and is easily
the most expressive and dynamicas
performed by Frank Oz Originally
the character was to have been a
masculine creature called Habida-
bat, more animal-like with crab
pincers, a high forehead and
whiskers. I think she became a
woman toadd more feminine inter-
est to the film,” said Conway. “*She
also grew horns.”

Oz operated Aughra as a hand
puppet, his right hand controlling
her head and mouth movement, his
left hand her left hand. Another
operator manipulated the right
hand, and cable crews at a distance
triggered mechanisms that made
her eve blink and bulge and her
eyebrows arch and frown. Augh-
ra's disembodied eye was operated
by Dave Goelaz.

From Conway's sculptures
Aughra’s head, bust, handsand feet

were cast in foam latex. Her arma-
tured body was very flexible, capa-
ble of walking, bending and squat-
ting, with all movements trans-
ferred throughout realistic muscles
scissored from Scotfoam. “Ongi-
nally Froud had planned 1o give
Aughra a wildly paterned frock,
but felt it was too similar 1o the
urRu,” said Conway. “Under his
supervision Graham Galvin de-
signed the seedy litde burgundy
shift which now hugs her ample
flesh.”

I'he manulac-
turing process for
2 most of the pup-
< pets seen in THE
DARK CRYSTAL
involved the use of foam latex
“skins’’ autached to motivating
mechanisms and stretched onto
fiberglass skulls and metal arma-
tures. Once a character’s features
are sculpted in oil-based clay, the
sculpts are tumed over to mold-
maker Mike Osborne, who did the
bulk of the molds for the film's
major characters. Oshorne casts a
two-picce plaster mold which 1s
returned to the sculptor, who then
lines the mold with a layerof clayto
a thickness desired for the foam
skin. After testing to assure that the
skin is thin enough o allow for
realistic movement but thick
enough to withstand the rigors of
filming, the mold is returned 1o the
moldmaker and a plaster core 1s
cast. The mold 1s separated, the
clay is peeled out and the mold and
core are sent to Tom McLaughlin,
head of foam skin casting,.
McLaughlin was among®the
core group ol seven technicians
continued on page 45
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CONFESSIONS
CREATURE CRAFTSMAN

Puppetmaker Lyle Conway provides an inside view of the
fun, hard work and magic of filming THE DARK CRYSTAL.

Sculptor Lyle Conway and his puppet of Aughra, the Keeper of Secrets from THE DARK CRYSTAL.

Lyle Conway worked on THE
DARK CRYSTAL as a sculptor
and creature designer for more
than three years. A native of
Chicago's Southwest Side, Con
way credits the strange combina-
tion of Kukla, Fran & Ollie, King

Kong and Peter Pan with interest-

ing him in puppetry and fantasy
cinema.
“When I was a little kid, one of

my best friends was a puppet,” he

said. “But I've matured and

learned since then. Now all of my

best friends are puppets.”
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No one person on THE DARK
CRYSTAL is responsible for a
creature’s success. Rather, it's a
collaborative effort on the part ol
performers, costumiers, rubber
makers, puppet builders and
engineers.

I suppose I've worked harder on
this film than I have on anvthing
before. Three of us, my group,
including Tad Krzanowski, David
Barclay, and Graham Galvin,
made 27 creatures in nine months.
Hard, because you knew when
vou [inished one or two you still

had 25 more to go.

l llt re weore nmes Il| ( |\|'|]||.|‘I.
just sit at my table rance-like, not
moving, jarred into consciousness
again by birds outside the shop
waking to the dawn. I'd go home
for a few hours, hoping the good
puppet fairy would come in and
SAVE MY aAss.

I'here were times, though,
when things were going rough
and then suddenly everything
would mesh—like at five in the
morning. In fact, I think some-
thing magic always happens

around that time, especially when
vou pull all-nighters. I really like
it. It's such a special feeling: it's
quiet in the shop and it makes
you feel almost giddy. You just
know the whole thing is going to
work. I used to put on the kettle
then go over and play with the
mechanism on a puppet toreassure
myself that it actually was work-
ing. When the tea was made, I'd
turn out the lights and sit in the
shop, which has this wonderfub,
25-foot peaked ceiling with sky-
lights. The sky would just begin



changing color as I [inished my
cup, then one more tug on the
cable and I'd walk home across
the heath.

L

I'he Saturday before the Skeksis
were to shoot, on Monday,they
scheduled a dress rehearsal with
all performers and cable crew. 1
couldn’t bear to watch—stayed
nice and safe in my workshop.
One by one, the dressers brought
back the heads of the puppets in
varying stages of disarray. Every
single one was broken! I couldn’t
believe it and just sat there for a
few minutes, looking at this
mountain of heads, and broke
down and cried. At that point I
felt there was no way they were
going to be ready on Monday.
I'hat was the most pressure I felt
during the entire film. Just know-
ing that all the creatures in the
next shot were your responsibility
was awesome,

But it's funny how quickly you
rally in situations like that, David
Barclay and I spent most of the
weekend at the studio and the
heads were there Monday morn-
ing looking their most gruesome.
And so did we!

. " »

I'he longer we worked on the
creatures the more precious they
became to us—so much so we
found ourselves saying, “You
mean people are going to put
their hands in them—get them
dirty? You must be joking."”

Jim [Henson ] came up to me
one day and said, ““Tomorrow
we're going to plunge this head
into a bucket of water—that's OK,
isn'ti?”

“Of course Jim, no problem, I
said, and eased my way into my
workshop to do a short, silent
scream belore trying to figure out
how the puppet would endure
that and still be ready for the
afternoon close-up.

You see, even though there was
the occasional duplicate, the per-
formers weren’t too eager to give
up the “number one” heads for
repairs. The dupe always felt

different—sometimes better, but
always different. That's why you
get a frame or two of skull
showing through a rip—not
because we didn’t know it was
there, but it had reached a poimt
where no amount of on-the-flooy
patching and cosmetics could
cover it.

In the beginning we were ever
so careful with the Skeksis: white
gloves, special bags, careful
grooming. By the end of shoot-
ing, we couldn’t care. They had
become oo much like real Skek-
sis—rotting rubber, permeated
with cold KY jelly and putrifying
noodles. Fortunately the banquet
scene turned out to be the last

Lyle Conway sculpts the
Gourmand Skeksis in clay.

Skeksis shot.

Aughra, however, was another
matter. She was carefully looked
after by her entourage. Wigmaker
Stuart Artingstall set and combed
out her hair twice a week.
Graham Galvin saw to her bodily
functions and three of us would
check her controls each night. As
a reward for this attention, she
showed no signs of temperament.
She had just three mechanical
problems on the floor, which
didn’t hold up shooting more
than five minutes. To Tom
McLaughlin and Sue Higgins'
credit and relief, the one foam
skin they made lasted her
throughout the shoot. It was a
big, difficult mold to fill and it
was done with nary an air bubble.

- "

One ol our builders made a pod
person that was beautifully
mechanized. It could sit there by
itsell on a little chair, pick up a
bottle, set it down on the table,
take the cork out, pour a drink,
re-cork it, pick up the glass and
drink it. It was all very believable
and realistic! Unfortunately, the
story would have to come to a halt
to allow him to do this little trick.
Sull, it’s nice 1o know we could
do it. It would be great to linger
over something like that. But you
can become too self-indulgent.
o‘\”‘l lh('](' was \\‘l)rk 1o lll).

L

Frank Oz had a really good
handle on his characters’ person-
alities. He was especially helpful

- _—. -
CREATURE CRAFTSMEN
responsible for designing and building
the puppet characters of THE DARK
CRYSTAL pose on a stairway in the
Skeksis Council Chamber. Front Row
(1to r): conceptual designer Brian
Froud; Gelfling group leader Wendy
Midener, who married Froud during
filming; creative supervisor Sherry
Amott; Sarah Bradpiece, Skeksis body
and costume designer; Duncan
Kenworthy, associate producer for the
Henson Organization; Landstrider group
leader Val Charlton. Back Row: Aughra
and Skeksis group leader Lyle Conway;
Garthim group leader Fred Nihda;
Environmental Creatures group leader
John Coppinger; and Tim Miller, who
designed woodland creatures.

with the Chamberlain, whom he
wanted to be really sleezy. “A real
greaseball,” Oz would say. He'd
come around and do the expres-
sion and movement as he visual-
ized the character, I think we
captured it well. Originally he
wanted it sculpted with a smile—
but we talked about it and decided
it might be nicetodo it ina
neutral position and mechanize it
to smile and frown.

I'he first days shooting with
\ughra was done about 25 feet off
the ground, on her mountain,
I'hree of us had to climb a steep
ladder to the chiff where Frank
was performing her and each of
us was supporting some part of
the puppet. Three times we got
her up there and three times we
had to bring her down, while,
either the set, the camera or the
lights was fixed. None of it was
Frank’s fault.
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The Hampstead Heath workshop facility where a corps of designers and puppet craftsmen worked on THE DARK CRYSTAL.

By the fourth time, we were
tired, hot, dirty and cranky. We
got her on Frank and while the
poor guy was waiting between
takes—inside, completely cut off
from the outside, in total darkness
(his monitor was off)—this pitiful
little voice came from deep within
Aughra's bowels: “'Is anyone out
there?” I was inches from him but
remained mute, “'Is anyone out
there?” Still nothing. There was a
pause and finally he said, “Nope,
I guess no one's out there.” 1
almost weakened, but didn’t.

.- " »

Between shots, the performers
would usually remain in their
costumes, But sometimes these
breaks would last up to 20
minutes. So to pass the time
between takes, the operators
began playing with things inside
their puppets. You could hear
little sounds emanating from
within, clicking and spinning
noises and then a hand might
appear from under Aughra’s dress
with a hunk of metal, or a wing
nut, or a strap. Then you would
hear, “What's this?” or “It came
off.” Inevitably, it always came
from some impossible location
that only a contortionist could
have reached.

- 8 @

Inspirations came [rom every-
where—we fed off each other, and
friendships became very close.
Wendy Midener (who sculpted
the Gelflings) and Brian Froud
(the conceptual designer) met on
the movie and married! It was
kind of like Jen and Kira! They
invited everyone working on the
film at the tume down to Dart-
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moor, where Brian lives, for the
wedding.

Dartmoor is a charming village
whose surrounding countryside
and moor have inspired not only
Brian’s work, but Conan Doyle's
“Hound of the Baskervilles.”
Going for a hike there is like
walking into one of Froud's
paintings—great gnarled roots,
rotting mills, dense lush carpets
of mosses and a fog which can roll
in and play havoc with your sense
of direction.

There is even a young girl’s
grave by the side of the road
which has always had [resh cut
flowers on it for a few hundred
years and no one knows where
they come from. Also a large
castle-like rock formation on the
moor which people have climbed
and come down in the fog
speaking a different tongue. Hik-
ers have gone out on the moor in
the summer and have been found
frozen. It's a constant battle with
the clements—moss even grows
on the inside walls. All of this has
contributed to the land of Froud
and was [inally dimensionalized
in THE DARK CRYSTAL.

LR B

A certain rivalry developed
between the puppet-making
groups. For example, on the
pretense of borrowing something,
we would wander into Garthim
or Gelfling turf to check progress
and make certain they weren't
getting preferential treatment. It
was good-natured and usually
stopped short of anything physi-
cal. There were several all-out
water fights, some lasting an hour
or more, which usually started

with an “accidental” shot at
someone with a plant sprayer.
They would end with people
getting hit with buckets of water.

One of my favorite images of
Froud is Brian wearing a black
plastic garbage bag slit open at
the top for his head, running like
the Devil after someone with
water pistols in both hands
blazing—er, dripping.

In New York, Brian was always
shopping at Woolworths for
strange toys—tops, soldiers,
bowling pins, squirt guns—and
when he was tired of playing with
them they were glued onto a
prototype Skeksis costume and
painted. The costume had a
wonderful look, all shimmering,
like some enchanting fruit cock-

tail. It proved a bit confusing,
though; it was difficult 1o read the
anatomy of the creature, and the
head tended 1o get lost. It was a
nice effect, though.

L I B

I think knowing the way the
picture turned out—however you
think that is—I'd still do it all
again. When I see the film,
though, I have no feelings about
it. I think I'm still woo close to it 1
feel it takes years before anyone
can look back at what they've
done—in anything, not just film-
making—and have an opinion. |
don’t look at it and think, “That’s
great,” or “That's terrible.” There’s
certainly nothing that I feel is
embarrassing, but I can’t look at
it objectively. Within five or six
months, I can’t see the strengths
and weaknesses of my work.

L B

Jim [Henson] is warm and
easygoing. He made THE DARK
CRYSTAL a remarkable work
experience. Due to Jim, thereis a
marvelous freedom to create in
the organization. It must be like
Hollywood's golden days, with-
out the temperament. Jim sets
that level by example. It was a
very uncomfortable and demand-
ing shoot for performers and
crew, yet I never saw one show of
temper. Everyone cooperated due
to their faith in Jim.

He was filming THE GREAT
MUPPET CAPER and finishing
THE MUPPET SHOW's last
season while we were in prepro-
duction, yet he always found time
1o check our progress, make
suggestions, and in general help
us get a grip on our characters. He
also encouraged us to atend all
aspects of the production, all
rushes, assemblies, syncing,
music recording—everything.

We were made to feel a part of
the movie, and it's reflected in the
pride everyone took with thei
particular area of responsibility.
And, I think, it's reflected in the
film.

Conway and crew (David Barclay and Tad Krzanowski) joke with Brian Froud.




continued from page 41

who began working on THE
DARK CRYSTAL in New Yorkin
1978. A native New Yorker, Mc-
Laughlin joined the Muppets as a
puppet maker on the basis of the
puppets and masks he made as a
sideline for sale 10 novelty stores.
He was promptly shipped off tothe
University of Akron (the ure
capital of the world) for an inten-
sive program of study in rubber
technology. McLaughlin flunked
the course on how to make a car
tire, but managed to produce 2,000
pieces of foam for use in THE
DARK CRYSTAL, coming up
with new foam latex mixtures spe-
cially suited for use in puppetry.

“Latex is the sap of the rubber
tree, particles of rubber held in sus-
pension by a covering of protein,”
said McLaughlin, providing a
crash course in the secrets of rubber
making. “A curing compound is
added which gives the sap a
‘memory’ so that if you stretch i, it
will return to its original shape. If
rubber isn’t cured, this won't
happen. A foaming agent is added
to produce foam latex, which holds
air that 1s whipped into i, These
imgredients are mixed together,
rather like a meringue, and the
mixture can be reflined so the an
cells are the correct size. A gelling
agent turns this liquid into a semi-
solid mass, suitable for injecting
into molds. Then it is cooked.™

Cooking in wet heat 1s the most
efficient way of curing foam
rubber, but requires the use of
metal molds that can withstand
boiling. Because metal molds are
costly, plaster molds and dry heat
were used due to the large volume
of foam work called for in the [ilm.
I'he foam is whipped up in a bat-
tery of kitchen mixers, including
one large industrial mixer for big
jobs. When the foam issmooth, itis
mjected into the mold and baked
for up to three hours. McLaughlin
and partner Sue Higgins used
seven ovens and had them baking
I8 hours a day when filming
became imminent.

Depending on the complexity of
the mold, MclLaughlin sometmes
pushed the foam into tiny crevices
and wrinkles by using a tool. “Lyle
Conway likes modeling a lot of
very line detail,” said McLaughlin
ol Aughra and the Skeksis. “But
foam latex has the consistency ol
highly whipped cream and won’t
flow intonooksand crannies, wrin-
kles, eyve bags and the like.”

MclLaughlin found the Gell-
lings, Jen and Kira, the most diffi-
cult to cast because their smooth
skins had 1o be blemish free. “An
bubbles wapped on the surface
would show and could not be
repaired,” he said. ““The Skeksis
had so much going on that il you
did get an air hole, usually 1
wouldn't show."”

For each character a base color
and precise formula were devel-
oped to produce a skin that would

be consistent from cast 1o cast.
McLaughlin's major task in pro-
ducing the puppet skins was tobal-
ance plasticity —softness and flexi-
bility—with swrength. The skins
are glued to mechanisms and mov-
ing parts; too plastic and they will
tear in the middle of filming and
have to be replaced with no guaran-
tee of matching; oo strong and
they will appear ngidand unrealis-
tic. The amount of air beat into the
foam—its densencss—is the key.
Of 14 skins MclLaughlin cast fo
Aughra, Lyle Conway accepted
only three as being suitable. “Ttwas
very upsetting,” said Conway.
“You would getaskinon the mech-
anism and find that 11 wouldn't
work for a variety of reasons, the
main one being that the foam was
too dense.”

McLaughlin [ollowed a foam
recipe patented by Dunlop which
uses a micro-cellular foaming
agent that produces a foam withair
cells so tiny they are invisible to the
naked eyve. “We didn’t want 1o
experiment the way they did in the
early days of car seat manufacture,”
said McLaughlin. “I've heard hor-
ror stories about people up to their
knees i chemicals that wouldn't
foam. Even today no one really
knows or can agree on how or why
the process works exactly.”

McLaughlin has added a few
relinements of his own to the pro-
cess. Oil isoften used asaplasticizer
1o make the foam soft and flexible.
For puppet technology that makes
skins difficult 1o glue onto the
mechanisms, MclLaughlin came

THE MYSTICS are essentially hand
puppels with the operator fully
enclosed, capable of walking while
crouched in an uncomfortable and
physically demanding position. The
operalor’'s right hand, inside the urRu
Mystic's head, moves the mouth, while
the left hand operates the forward left
arm. Inset: Craftsman David Barclay
laces a performer into the urRu's latex
hand. A clever mechanism devised by
Leigh Donaldson works off the
performer's own fingers to bend the
jointed fingers expressively.

up with a technique 1o get highly
plastic foam without oil. He also
developed a special curing agent
that cut an hour and a half off the
'l.il\illg Process.

Foam latex 1s most commonly
used in films for prosthetic makeup
work, but the volume of work pro-
duced for THE DARK CRYSTAL
exceeded even mass makeup needs
like those of PLANET OF THE
APES. McLaughlin estimates he
used about 10 535-gallon drums of
latex base during the film, whip-
ping up a total of 3,300 gallons of
foam latex—about four tons of the
stuff. Including his follow-up
assignments on films ke KRULL
and RETURN OF THE JEDI,
“THE DARK CRYSTAL 1s un-
doubtedly the most demanding
film I've ever worked on,” said
McLaughlin. “We had arcal bottle-
neck in the foam department. We
had to make up for everybody's lost
time. We were constantly working
against the clock. We did a lot of
foam work on RETURN OF THE
JEDI, but THE DARK CRYSTAL
really took the biscuit.”

As THE DARK
CRYSTAL geared
up for filming,
\ Jim Henson found

he was unable 1o
spend as much time at the Hamp-
stead Heath workshop as he would
have liked. When the puppets
began to take shape in metal, fiber-
glass and foam, Henson was busy
directing THE GREAT MUPPE']
CAPER at EMI Studios in Elstree.
Nevertheless, Henson sull man-
aged o spend about two days a
week reviewing the work in prog-
ress and checking a mulude of
details with Brian Froud and the
army of craftsman at work.

In additon to the main charac-
ters, the Hampstead Heath work-
shop was busy preparing a large
supporting cast ol puppet crea-
tures. \'“PF! Nlllll'r\l\ll[ ‘l}]l‘]l‘
Amott oversaw the construction of
the Pod People, which were sculp-
ted by Wendy Midener. Brian
Froud had ongmally envisioned
the heads of the kindly village peo-
ple. who take in and protect the
orphaned Kira, as potato shapes,
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LANDSTRIDERS were the
brainchild of Mystic performer Robbie
Barnett (left), who demonstrated he
could run on stilts. The creatures were
sculpted by Valerie Chariton over life
casts (right) of performers Hugh Spight
and Swee Lim, then cast in plasterzote,
a light, flexible material. A foam latex
skin is bonded to flexible body-stocking
material and stretched over all.

with “eyves” randomly positioned
as if grown organically. This
bizarre concept eventually gave
way to a more human face, butstill
on a warm, lumpy potato-shaped
head.

Polly Smith designed and manu-
factured clothes of raw silk for the
Pod villagers, with a worn, carthy,
ethnic cast, and Ellis Duncan made
costumes for the Skeksis™ Pod
slaves, based on Froud designs
which distinguished each with a
motif that suited the slave’s func-
tion at the castle: servant, musician
or choir member. Long-time Hen-
son associate Bob Payne, who plays
the Skeksis Scroll Keeper, as-
sembled the puppets, which were
small hand-and-rod types, very
much like Muppets, usually oper-
ated by only one performer.

For the Garthim, the brutal
stormtroopers who carry out the
Skeksis” dirty work, Froud ook his
inspiration from the insect world
and designed beetle-like creatures
with huge pincer claws. Fred
Nihda took Froud's basic drawing
and developed the final creature by
sculpting in styrofoam and plasti-
cene. Nihda began the work in
December 1979 and worked anine
months belore the areaturereceived
Henson's stamp of approval for
manulacture as a series of suits lor
filming. During this development
period Nihda modified the Gar-
thim design 1o satisly script
requirements, making it more
upright and fast moving, giving it
stomach claws to hold prey in a
vice-like grip.

Nihda also supervised theassem-
bly of the Garthim suits needed for
filming. Each suit consists of 590
interlocking  pieces, individually
cast in fiberglass. To achieve the
proper overlapping and interlock-
ing shell system for the insect-like
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creature, cach piece was sculpted
and cast in proper order of assem-
bly before the next piece was sculp-
ted to insure a proper fit. The legs
and belly of the suit are mounted
directly on the operator, with the
back shell raised up on a harness-
like mechanism. Garthim per-
formers crouch forward with legs
bent. The belly of the suit is
strapped around the performer’s
legs. The performer’s head fits
inside the Garthim's head, and the
hands reach to the elbow joints of
the Garthim's front limbs. Gar-
thim eyes, actually fragmentsof the
Dark Crystal, light up and move
from side 1o side, operated by
remote control. Small mechanized
claws on the stomachs of some suits
were operated by a second per-
former when needed.

The Landstriders, the long-
legged steeds which transport Jen
and Kira and do baule with the
Garthim, were the last creatures o
be finalized before filming. Brian
Froud had toyed with several unus-
ual concepts for the creatures dur-
ing preproduction in New York,
but abandoned their development
when nothing seemed to work.

“We had a group of mime artists
and dancers who worked to create
shapes and forms that Lcould basea
creature on,” said Froud., “They
came up with some interesting
ideas, but trying to enclose the per-
formers withina skin with muscles
to suggest a real creature proved to
be an impossible task.” Froud
settled on making the creatures a
kind of spider, capable of making
long leaps through the air and, in
elfect, being able to fly, but no one
liked the idea, No one could think
of anvthing better, however, so the
spiders, called “Land-Leapers,”
got built and tested once the pro-
duction based in London.

“We had been agonizing for
months about the Landstriders
when suddenly the answer hit us
like a blinding flash,” said Hen-
son. “One of our performers,
Robby Barnett, was a sultwalker.”
Barnet was asked 1o audition, to
see if he could gallop on four stilts.
“He tested for us in our rehearsal

room in London,” said Froud. "It
was in a church with a tiled floor,
and it was terrifying warching him
stagger about on 10-foot stilts with
no rubber stops on the ends.”
When Barneu proved he couldrun,
Froud came up with a Landstrider
design, bringing down the stilts in
size and giving them a forward
‘dfﬂl]l,

Valerie Charlton was hired 1o
perfect and sculpt Froud's Land-
strider in October 1980, She gave
the areature an articulated skeleton
with a flexible spine, moving rib
cage, pelvis and leg tendons, at-
tached 10 the performer’s body to
suggest anatomical realism. The
creature’s outside shape was castin
plasterzote, a light, flexible mate-
rial connected to a fiberglass skull.
An outside skin of textured foam
latex was built onto flexible body
stocking material and stretched
over the plasterzote. Each suit,
including four 48-inch carbon
fiber stilts, was custom tailored for
a perfect fit for each Landstrider
performer.

The Landstrider’s head fits onto
the performer’s head and is con-
trolled by its movement. An carlier
design, with the head on the end of
a long neck, proved unworkable.
Mechanized movement of eves
which blink and pivot, eyebrows,

BRIAN FROUD (right) is
the artist from Devon,
England whose vision served
to shape THE DARK
CRYSTAL. Froud's major
preproduction paintings, like
that of the urRu (far right)
defined key elements, but
he depended mostly on
quick pencil roughs to work
out concepts and ideas with
the filmmakers. Influenced
by turn-of-the-century
artists like Arthur Rackham
and Dulac, illustrators of
children’s fairy tales, Froud
specializes in rendering the
characters of fantasy and
folklore, tinged with his own
style and imagination. His
designs for the film are
collected in “The World of
the Dark Crystal,” published
by Alfred A. Knopf, 1982.

snout and a spiked weapon which
protrudes from above the lip, were
manipulated by another operator
using radio control.

With his cast of
[ ]lil.l aclters near-

[_ <~
ing completion
and with his di-

e
recting responsi-

bilities on THE GREAT MUP-
PET CAPER and the Christmas
holidays out of the way, Henson
was ready todevote hisfull energies
to filming THE DARK CRYS-
TAL at the beginning of 1981.
With an April start date already set
at EMI there was an enormous
amount of last-minute prepara-
tion still o be done. Most of the
principal filmmakers had also
been working on THE GREAT
MUPPET CAPER along with
Henson, and were unable to begin
preparing THE DARK CRYS-
TAL until that film was finished.

Production designer Harry
Lange had to transform Brian
Froud's conceptual designs into
sets at EMI that would be practical
for [ilming vet still retain the magic
and wonder of Froud and Henson's
fantasy world. No stranger to film
magic, German-born Lange began
his film career as one of three
designers on Stanley Kubrick's
2001: A SPACE ODYSSEY (1968),
and has worked on STAR WARS,
MOONRAKER, SUPERMAN I &
II, and THE EMPIRE STRIKES
BACK. “THE DARK CRYSTAL
is without a doubt the most diffi-
cult film I have ever worked on,”
said Lange.

Besides sets, weapons, walking
sticks, medallions, antique  bro-
cade tablecloths, bed spreads and
cutlery, a seemingly endless and
diverse list of requirements fell
Lange's way and were produced as
physical works of art. The knives,
forks and spoons used during the
Skeksis dinner party, for instance,
were made of pewter and encrusted
with crests and jewels. “This film
was such a great challenge because
everything had to be made from
scratch,” said Lange. “"There




Kira is placed into position from
beneath the set of the Crystal Chamber
in readiness for operator Kathryn
Mullen, during filming of Kira's death
scene at the film's climax. Mullen (inset
top) wears a costume that blends with
that of the puppet. When four-foot
square sections of the floor set are
replaced (inset right), Mullen operates
Kira through a hole from underneath.

wasn't a solitary thing we could
hire or make out of something else.
It obviously had 1o have a design
continuity and 1t was up o me to
design everything that way.”

In the case of the Skeksis cutlery,
all that atenuon to detail may have
been overdone. The metal uensils
proved to be useful only in distant
and stationary shots since they
were too heavy to be held up by the
puppets’ fingers. A duplicate set
made of lightweight plastuc was
used for action shots.,

Lange designed sets so they
l(lllld hl' |l'(h("\\l'l] ||Il|i ll'll\('l]. o
favored technique that results not
only in economy but in higher
quality sets. “For example, the
Crystal Chamber was an incredibly
expensive set to build,” said Lange.
“I designed 1t i such a way that if
vou closed the windows or hung
down drapes in appropriate places,
the set could become the banquet
hall or the throne room. When vou
see the results vou will never BUCSS
that it's the same set, though all
three have the same basic conical
shape.

‘I would rather spend more on
the detail and fimish of a set and
reuse 1t rather than build the sets
separately,” continued Lange. “If
you can pay careful avtention to the

plastering and pamting it pays for
isell in the mileage vou can get out
of 1t,”

Another trick of the designing
trade Lange used on THE DARK
CRYSTAL involved making flat
cutouts for features that would be
seen from only one angle, “It's the
look that's all important in a film
like this,” said Lange. “Ispenttime
making [lat, moveable cutouts
look perfect rather than going to
the expense of building things that
won’t show.” Flat cutouts included
the huts seen in exteriors of the Pod
village.

I'he major set requirements
Lange had to keep constantly in
mind were that the sets had w be
built 4.5 feet off the floor of the
soundstage, and that one or any
combinaton of four-foot square
pieces could be removed for film-
ing to allow for the operationof the

puppet characters. Puppets are
held aloft on the arms of operators
with hands over head, making 1t
necessary for the operators to stand
roughly 4.5 feet beneath the floorof
the set. “Some of the performers
were of differing heights,” said
Lange, “so that had 1o be catered 1o
as well.”

Four square [eet of set floor space
1s removed for cach character 1o
allow room for maneuvering, for
mechanics and addinonal opera-
tors for each puppetand foravideo
monitor needed by each operatorto
watch the performance he is giv-
ing. Lange built the sets in four-
foot modules composed of steel
stanchions imported from the
United States. The stanchions were
l(llli'lli\['l] ||l 'Inl".ll “.lb("\ \\"h Itlil
cross-channels 1o platform umber
on.
“T’he modules were very strong,””

said Lange. ““The beauty of them
was that they were quick and casy
to remove. We didn't want to waste
any precious ume, On one set we
had the floor covered with stone
slabs which were virtually un-
breakable. When we needed mod-
ule removed, the slabs were taken
up, stacked in a corner and relaid
when needed with sand sprinkled
between the cracks. The stone slabs
were a relatvely easy exercise. On
I'HE GREAT MUPPET CAPER
we had wall-to-wall carpetthathad
to appear seamless when modules
were removed and replaced!™
Lange had hiule difficalty carry-
ing out Brian Froud's design con-
cepts and giving the production a
design continuity. “Froud's work
15 really based on Celtie designs
with a few Innovations
added,” sand Lange, who found it
unnecessary toconsult with Froud
“I suppose that's a Lar apprais-
al,” admits Froud, who in retro-
spect would have liked tohave been
more involved in the fillm's produc-
non design, I steal from every-
where. T race out ol all the best
books! I had never done produc-
tion design before so a real profes-
sional You have 1o
make decisions based on [acgors
like expense or thefactthat the set is
going to be seen from only one
angle. Lange seemed to be able 1o

47

new

was needed




Jen falls asleep in Kira's arms outside the Gelfling ruins, an example of cinematographer Oswald Morris’ use of
colored gels and filters to overlay sequences with hues characteristic of the mood and setting.

take what 1 had dreamed up and
make it practical.”

Most of the sets were built full
scale. Only the village of the Pod
People and the Gelfling ruins were
designed 10 the slightly smaller
scale of these puppets, which were
about three feet tall. Occasionally
sets were modified o suit require-
ments which weren't planned. For
example, when Henson decided to
shoot the Crystal Chamber from 18
feet in the air, looking down,
Lange camouflaged the top hall of
the set by using pieces of other sets.

“It was a hard film to do, but no
problem was insurmountable,”
said Lange. “I'm glad 1o have been
part of such a highly unusual and
experimental hilm. No one ever
attempted anything like this
before. T don’t expect anyone ever
will again.”

I'HE DARK
CRYSTAL be-
gan [ilmingon
May 4, 1981,
at EMI Elsuree
studios, after
12 weeks of re-
hearsal. Jean
Pierre Amiel, a
Swiss mime, trained puppet opera-
tors in hand and body movement.
“It’s one thing to have a hand pick
something up, but quite another
when two performers are responsi-
ble for that acuion,” said co-pro-
ducer Gary Kurtz of the need for the
lengthy rehearsal period. ( Amiel,
who studied under Marcel Mar-
ceau, had been hired in June 1980
to audition and develop a dozen
performers for roles as urRu, Skek-
sis, Garthim and Landstriders.
Amiel himself plays the urRu
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weaver and one of the leading Gar-
thim in the film.)

Despite four years of extensive
pre-production there wasstillalast-
minute panic when shooting actu-
ally began. Brian Froud found he
had little time towatch the filiming.
“T'here was always a mad dashing
about,” he said. “Designs, colors,
the aging of props and costumes, a
great deal of things had 1o be
checked and approved.”

Filming THE DARK CRYS-
I'AL was a logistical nightmare.
Literally every shot in the lilmis a
special effect by definition, with
puppet performers beneath the set
and addivonal operators crouched
out ol camera range often con-
nected o the puppet by cables,
Because of the complex mechanics
mvolved, often three or four opera-
tors were needed 1o manipulate
cach character. When six or seven

creatures appear on screen at one
time, a frequent requirement, the
enormous problems involved be-
come apparent.

Each puppet character had one
key performer, whohad therespon-
sibility of rehearsing and coordi-
nating all the operators working
on his character. The key per-
former operated the mouth and
recited dialogue even though voice
characterizations were 1o be post-
synchronized later using other
actors.

“When there were nine Skeksis
in, the council chamber, 45 per-
formers were hiding out of sight,”
said sculptor Lyle Conway. “A
great deal of the film's budget went
into hiding those people. I was on
the floor every day, just in case there
were any finishing touches that
needed o be done on any of my
creatures—like the comers of the

mouth, which needed constant
attention due to wear and tear. |
never ceased to be amazed at the
number of performers out on the
set who simply vanished when you
saw the rushes from the camera’s
point of view.”

Special effects are costly because
they take a long time toset up anda
long time to rehearse due o then
complexity. For this reason effects
are olten shot by small second unit
crews which can proceed at a lei-
surely pace without undue expense.
I'HE DARK CRYSTAL had no
such luxury. The bulk of its 90
minutes of footage was shot by the
main unit with a full crew, and
production costs piled up at a rate
of $3.34 every second. Beyond get-
ung cach scene to work, the film-
makers found there was little tme
to refine the action or spend mak-
ing each little movement count. "It
was a challenge that seemed worth
the effort,” said Kurtz about the
non-stop effects filming. “For the
most part, we succeeded.”

An elaborate video support sys-
tem was rigged for the puppetoper-
ators and for co-directors Jim Hen-
son and Frank Oz 1o monitor the
action being filmed. A prismin the
Panavision camera served to record
the action on film or video, or both.
I'he wide-screen Panavision image
was transmitted o video monitors
for the directors and cinematog-
rapher. Video cameras on a sepa-
rate system isolated close-up
images of each puppet which were
transmitted to small three-inch
video monitors strapped 1o the
chests of key operators, and tomon-
itors on additional operators or
with cable and radio control crews
placed at a distance from the main

MATTE PAINTINGS for THE DARK
CRYSTAL were produced at ILM in San
Rafael, California. Shown below is
Chris Evans’ painting of a rocky cliff
ledge along which the urRu march on
their way to the Skeksis castle. Live
action footage of the urRu is
composited into the dark area at center
right. Other paintings were completed
by ILM artist Michael Pangrazio (right),
shown rendering one of the film's
mattes on a 2'%" x 6’ pane of glass.




action. lan Kelly, one of the
unsung heroes of the production,
supervised this sea of scan lines. In
addition to playing back takes o
check for a print, Kelly also moni-
tored second unit filming on video
for playback 1o Oz and Henson in
between first unit takes. The floor
of the set was a snake pit of criss-
crossing video cables due to Briush
law which prevents broadcast on a
closed circuit.

Making matters even more hec-
e, directors Oz and Henson were
often inside their own puppetchar-
ACIErs SUPCrVIsing  puppet (rews
from their close-up monitor while
directing the scene as a whole. "It
really was comphicated,” said Oz,
“But no matter how daunted I felt, 1
always got a surge of excitement
the moment | g0l on the studio
floor. Jim and I both had earpieces
connecting us to our first assistant
director and we both had micro-
phones so we could talk to each
other at all umes. The other per-
formers had ear sets, oo, so Jimand
I could relay instructions.” Hen-
son and Oz didn’t sphit the direct-
ing chores, but instead collabo-
rated on each shot.

0z, who played Aughra and the
Chamberlain Skeksis, found wear-
ing two hats was often frustrating,.
“When I was in character I wanted
to be outside thinking about the
shot, and vice-versa,” he said. "It
was disconcerting to be thinking
about the lighting when [ knew |
really should have been channel-
ing my cnergy into the manipula-
tion of the puppet.”

Since THE DARK CRYSTAL
puppets were designed for safery
and comfort, with quick release
mechanisms i case of lire or
mjury, Oz could get out of his
puppet onamoment’s notice when
he was directing. “We got the nme
down o two minutes o get him
mto Aughra, and just seconds 10
get him out,” said sculptor Lyle
Conway.

“The puppets are incredibly
limited,” said Henson. “No one
can appreciate thatunless they had
been on the studio floor and

-

-

Co-director Frank Oz and continuity girl Cheryl Leigh go over a scene with midget Mike Edmonds as Aughra, after reviewing
the previous take on the video monitor in the foreground. Oz played Aughra during puppet scenes.

watched them in operation. Most
of the puppets exist only from the
waist up. Angles other than waist
shots are very complicated. You
can do some things with a full fig-
ure like Aughra, using a lot of dis-
guise and careful placement where
the operator comes up through the
set. You have to move the cameraa
lot so one 1s not made aware of the
inherent himitatons, ™

It's not all puppet work, how-
ever. Full ligure shots of Aughra
and the Skeksis perambulating
about are accomplished with
midgets in osuits. The walking
Skeksis were played by midgers
Peter Burroughs, Malcolm Dixon,
Sadie Corrie, Deep Roy, Jack Pur-
vis (the show business partner of
R2D2's Kennv Baker), Gerald
Stradden, Mike Courell, John Cha-

van and Lisa Esson. Aughra's loco-
motion was courtesy of Mike
Edmonds. Edmonds, Purvis and
Dixon are beter known as THE
I'IME BANDITS, midget looters
of the umiverse from last year's fan-
tasy hit. Jen was also plaved by
midget Karin Shaw in sequences
requiring physical prowess.

Youngsters Abbie Jones and
Natasha Knight play Jen and Kira,
respectively, in long shots. Unlike
Aughra and the Skeksis, the
human-powered Gelflings are
obviously actors in makeup be-
cause they differ greatly in shape
and movement from the Gelfling
puppets. All the lLinle people in
sutts are histed among the filim's
credits only as “addinonal  per-
formers.”

I'he heads of the Skeksis and
Aughra suits lacked the capability
of expressive movement. The
heads pivoted ona spring mechan-
1sm so they would move naturally
from side-to-side and up-and-
down when the performers walked
Midgets 1in the Skeksis costumes
could make the mouths flap by
moving their heads up and down
inside the suits. Henson used the
suited actors for establishing mas-
ter shots, covering all the action in
a scene i full-igure long shots,
then edited-in close-ups of the fully
mechanized puppets Tor dialogue
and expressive action

“The editimg was not dictated by
where we wanted tocut.” simmd Hen-
son. “Changimg faces and close-
ups on hands had 10 be next o
imvisible 1o keep the illusion
going. Usually there was only one
place we could cut.™

" In addition 10
Al

A g Co-wrung, co-pro-
AN é & dudng and co-di-
e - recting the film,
et Henson undertook
one ol the most
ditficult characters to perform, Jen,
the lilm’s Gellling hero. The least
imnteresting and believable ol the
film’s puppets because of is very
human-like design, the role was

one Henson came to regret.

“Jen was murder,” Henson sad
“For the tist third of the Lilming 1
was terribly unhappy with my per
formance. I was constantly
trated by what Heltwere the characc-
ter's shortcomings, Jen wasn't a
rich character. Like Luke Sky-
wilker, he is a benign chinacer
around which the story revolves,
Conceprually, his neatrality has o
be ace r'|p|t‘<| I was Il'.;lll tor Illt'la,ul.
but muppeteer Dave Goelz could
have done 1 just as castlv, T kepr
saving to hun all the way through
the shooting, "Why didn’t you do
this=" "

Kathryn Mullen plaved Kiva o
Henson's Jenand wrestled with the
same thorny problems of character-
rzatton, e was hard to be as subtle
as one needed 1o be,” sand Mullen
“Kira didn’t have a face that did
much. There was a smile, a frown,
eves that ll[N'lIl'll and closed. To
make the character real vou alimost
had 1o depend on puppetry. The
face jJust didn’t convey emotion
Often I'd have to play an emotion
and wouldn'thave amove lor i I'd
experiment, and six takes Latergl'd
Hall the
'\\ t ll! 1Ove llllll

Irus-

higure ot how 1o do n
tme 1 was too Late.
to another shot.”
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GARTHIM group leader
Fred Nihda assembles one
of the Skeksis' insect-like
men-at-arms (inset).
Hanging from the walls are
finished fiberglass shells
(top right) and molds for
some of the creature’s 590
interlocking parts. Nihda's
shop often looked like a
Detroit auto plant.

I'he Gelfling puppets featured
radio-controlled  mechanisms for
their limited range ol facial expres-
sions, manipulated by two opera-
tors, a distance away, observing the
performance on a close-up IV
monitor. The use of radio control
was a new step in the development
of Muppet wechnology, freeing the
operator from the physical resiric-

*tions of bulky cable connections.

“The difference is like nightand
day,” said Mullen, Kira's operaton
“A cable head has big e cables
down the back with three people
hanging onto them. With radio
control, I'm wotally free. T don’t
have to worry about people falling
and running after me. The radio
control operators don’t have 1o
worry cither. Thenr concentration
goes into the performance.”

More human than the other
puppets in the film, the Gelflings
were made up prior 1o shooting,
like regular actors. Sculpror Wendy
Midener perfeced a mixture ol
paint and makeup thatsoaked into
the latex and stained it rather than

S0

remaining on the surface. “Ie was
difficult 1o find something that
wouldn't crack off during manipu-
lation,” said Midener. Tt ook us
ages to lind the right nuxture.
Latex is similar to skin in tone and
consistency, and it was just like
putting makeup on a human face.
I'he puppets held up really well. 1
think the puppeteers were careful
because T was always on the studio
floor, hovering, ever watchful!™
Filming THE DARK CRYS-
I'AL was not only a complicated
business, but physically strenuous
for the puppet performers, particu-
larlv those enclosed inside body
puppets like the urRu Mystics, the
Garthim and the Landsiriders. 1
think itwas Henson'scalmemper-
ament that got a lotof us through
the picture,” said sculptor Lyle
Conway, who described Henson's
llltnnllnlIhrst'l.h"llll]at’ltulh.lhll'.“
“The Mystics had to bend overin
a squat position,” said Conway.
“The Garthim  costumes
fiberglass and steel rod fabncaton
that weighed at least 80 pounds. But

were A

nobody ever complained. Everyone
realized Jim was going through just
as much agony as they were, sothere
wasn'ta murmur.”’

Performer Brian Mucehl, who
played both Garthim and Mysticsas
well as the Skeksis Ormamentalist,
found the Mystics to be the most
difficult of the body puppets. Muchl
and other Mystic performers used a
video monitor only for close-ups. In
long shots and inexteriors filmed on
the EMI backlot and in Yorkshire,
the performers walked blindly,
operating the head and one arm
with each hand while perfecting a
walk while in a squat position.
“Even in closeups with the monitor
you're straining just to keep every-
thing steady,” said Muehl.

I'hough the Garthim suits were
much bulkier and heavier, Muchl
found the brute strength needed o
move them was a much easier task
due 10 a more natural body posture,
a simple forward aouch. Like the
urRu, the Garthim also required a
subtlety of movement, butof adiffer-
ent kind.

“What makes the Garthim scary
is if the audience can see its weight,”
said Muehl. “You have to create the
tllusion that they are four tmes
heavier than they are. That's true
mime, creating illusion. I wemove
oo fast, thesuitsmerely look like the
lightweight fiberglass that they
are.”

For the Landstriders, because of
the difficulty of performing  fast
action on stilts, stop motion anin-
ton considered s a
means of bringing them o life. It
wits decided that the creatures would
be filmed live, in full scale suits
because the look ol stop motion
would not have been compatible
with that of all the other acatures
seen in the film.

CThat decision wasn't based on
cconomics, but the overall philoso-
phy behind the film,” said co-pro-
ducer Gary Kurtz, who  directed
some of the second-unit work
involving the battle between the
Garthim and Landstriders. “We
wanted to use wechniques that were
Gamiliar to the filmandavoid the use
of opticals that would have been
restricting on the set and required
the use of storvboards.”

Because of the danger involved,
Landstrider performers Hugh
Spight and Swee Lim had 10 be
protected with a flying hamess and
salety line. For galloping and fight
scenes, the wire maveled along the
overhead on an enormous aane
during filming on the EMI backlor,

“1 wanted it done this way [as
opposed 1o the use ol stop mouon
anmuation] because effects happen-
ing live on cimera provide somuch
more believability,” said Henson,

Designer Brian Froud agreed.
“On saeen the Landstriders are
simply magical,” he said about see-
ing his designs brought 1o life. 'l
really feel something inside me
when T watch them run.”

I'he film's sets were large and dif -

was briefly

ficult 1o work on because they were
built up off the studio floorand were
seldom complete, usually with one
or more modules removed for
puppet manipulation. Aughra’s
observatory, the Onery, was by Ln
the most dangerous set because its
mechanical model of the universe
rotated ata fast clipand could inflict
a nasty injury if someone got in its
way.

“It was a very hard set toblock-out
action on,” said sculptor Lyle Con-
wayv. e \\ youl \\‘.Iik"ll Jll'l"lll vou
had to keep ducking, checking
behind, below, and in front of you
because of the Orrery’s eccentric
motion.”

During filming on the observa-
ory st one llf‘\\'lnl'“”K'l
monitor movement ol the Orrery
during the shot and yell “duck™ 1o
performers in jeopardy. On one
take, Frank Oz missed his cue to
duck and the sickle edge of the Or-
rery caught Aughra by the horn,
pulling Oz out of the puppet and
ripping Aughra’s horn n hallf,
along with her wig ina crunching
and wrenching sound. Oz was un-
harmed. The puppet was not.

“Aughra had suffered some nasty-
looking damage,” said sculptor
Lyvle Conway, who was standing at
the ready on the set for just such an
event. “Fortunately the repairs were
only cosmetic. Using hot glue, we
had Aughra back ogether for her
close-up in no time. Throughout
the film—cternal lame-hike—our
glue guns were never cold.”

special effects

l——_‘\- unit under

the direction of Brian Smithies.
Since puppet mechanics were pro-
vided by specialists in Henson's
Muppet organization, Smithies’
primary role was filming minia-
tures and matte work, with optical
compositing handled by Roy
Field. The only exception was a
certain amount ol engineering that
Smithies’ wam provided for some
ol the envitonmental puppets
which served as background cle-
ments in some shots. Other me-
chanical chores on set included
providing the plumbing for water-
falls and devising the clockwork
mechanism for Aughra’s Orrery.
Smithies trained as a sculpton
and began work in effects under
Derek Meddings on the Briush
puppet television show THUN-
DERBIRDS in the mid-sixties.
After a long association with Med-
dings on films like THE LAND
IFHAT TIME FORGOT and
YOU ONLY LIVE TWICE, Smith-
s gol the chance o Nll})l‘l\i‘-(
when Meddings was forced to leave
SUPERMAN for a prior commit-
ment when that filim ran over
schedule, Smithies has fince
worked on DRACULA, CLASH
OF THE TITANS and THE

would

Filming at
the same time
with the main
unit was a




The set of the Crystal Chamber under
construction at EMI Eistree Studios.
The finished set is shown centerspread.
The set is divided into easily removable
four foot squares to allow puppeteers
to stand beneath the set, which is built
4'; feet off the stage floor. With
redressing, the set also served as the
Skeksis throne room and banquet hall.

GREAT MUPPET CAPER.

Smithies’ major miniature se-
quences involved exterior and inte-
riors of the Skeksis” castle. A four-
foor miniature was designed by
Brian Froud and set ina large deso-
late landscape which occupied an
entire soundstage. “Froud was
always amenable 1o suggestions,”
said Smithies. “But they had 1o (1
in with his broad imagery. It was
my idea to take the inital bland
appearance ol the Skeksis castle
and give 1t the festering look of a
splinter in an open boil.”

For the film's opening shot, a
slow pan toward the castle in the
distance, Smithies rigged quartz
lights connected o awiper board to
aeate the effect of “lighining bolts
traveling across the ground.”
Never explained in the film, the
elecirical discharges were 10 sug-
gest that the castle was sucking-in
energy, causing the desolation
around it. Smithies lilmed the shot
in several passes with a high speéd
camera shooting at 360 frames per
second. The dark, turbid skies were
added opuically.

For the film’s climax, Smithies
built a large quarter scale minia-
ture of the Skeksis Crystal Chamber,
I'he sequence called for the en-
crusted accumulation of Skeksis
crud tocrumbleaway from the crys-
tal walls to reveal the beauy of the
chamber as 1t was before the Skeksis
came to power. Smithies built the
mintature i glass, then lined the
walls with hollow, brittle plaster
blocks of Skeksis decor. Since the
crystal walls were 1o be lit from
behind to make them appear to

glow, nothing holding up the
crumbling plaster could be seen o
remain. Smithies attached the plas-
ter blocks with thin wires ted back
to structures out of the way of the
lighting. Detonators caused the
wires to short circuit and burn
through, causing everything to fall
away, including the detonators
which became indistinguishable
among the rubble.

“I was hoping against hope that
in the three weeks it took to dress
the set, none of the lights would go
out of alignment,” said Smithies.
“It was a cameraman’s nightmare
with evervone clambering about,
We could only do one take.” For
closeups of the exterior of the Skek-
sis castle during the climax, Smith-
ies built a big, 12-foot miniature
with only a small patch of sur-

rounding desert. Identical with the
smaller model, the large mimature
featured walls that were rigged 10
fall away and reveal gleaming crys-
tal turrets beneath,

Smithies worked most closely
with co-producer Gary Kurtz, who
used the expertise gained on two
STAR WARS [ilms to marshall the
effects of THE DARK CRYSTAL.
To augment landscapes built as
sets or filmed on locauon, Smithies
preferred the use of capping minia-
tures because they provide greater
dimensional realism than maue
paintings. “The final shot of the
crystal palace now returned to its
former glory, centered in a lush
plain, isthe film’sonly maue paint-
ing,” said Smithies. No doubt the
effects supervisor was surprised to
learn on viewing the film that
Kurtz had commissioned several
others.

I'he matte paintings of THE
DARK CRYSTAL were completed
at ILM, Industrial Light & Magic,
the effects company 1in northern
California co-owned by Kurtz and
George Lucas. Michael Pangrazio
and Chris Evans painted the shots,
which were photographed by
cameraman Neil Krepela and
Crang Barron beginning in October
198]. Over a four-month period,
the TLM team completed seven
shots ata time when the company
was also working on the effects of
ET, STAR TREK II and POI.-
I'ERGEIST.

Chris Evans painted three land-
scapes through which the urRu
Mystics travel to reach the Skeksis
castle; the edge of arocky cliff over-
looking a jungle-filled valley; a
ficld of heather with a range of
mountains in the background; and
a barren, rocky desert errain with
the Skeksis castle in the distance.
Live-acuion plates of the urRuMys-
tics were lilmed in England. The

Marcus Dods conducts the London Symphony Orchestra at Anvil Abbey Road

Studios in London. Inset: Composer Trevor Jones (r) reviews the score with Dods.

ficld of heather for example, is
located just outside the EMI Elstree
studios, with the painted moun-
tains replacing the studio build-
ings in the background

“THE DARK CRYSTAL 1s one
of the more ambitious films I've
done in landscapes,” said Evans. 1
was synthesizing different land-
scape forms mmto something new
and fantastc. For reference, 1 kept
in mind some of the more dramatic
mountain and jungle geography of
South America. Gary Kurtz gave us
simple line drawings from which
we did production paintings for
his approval. The final maue
paintings were done using the pro-
duction paintings as a guide.”

Mike Pangrazio extended a stu-
dio set chiff face onto which Jen is
climbing by painting the bottom ol
the cliff and the valley below, com-
plete witha winding river. Pangra-
210 also painted a river valley seen
by Jen as he climbs through a rock
gap. The pamtngs are two and a
hall by six feet in size and done on
elass,

“It's an excellent surface to work
on unless vou drop i, said Pan-
grazio. “Fortunately, that hasn't
happened vet. We painton glass so
that areas of the painting can becut
away .|||u\\l|:1; ustoproject the live
action plate from behind. We then
photograph the painting and the
plate as separate passes. We work
very impressionistically, yet on
film the work appears tght and
photographic.”

I'he matte painting which ends
the film is a shot of the Skeksis




castle, now crystalline, set ina ver-
dant green landscape beside a spar-
kling lake with three suns over-
head. The shot wasn't conceived
until July 1982, and resulted froma
screening of the movie Henson
held for the crew in London. At
dinner following the film the con-
versation turned to what the Skek-
sis valley would have looked like
alter the transformation of the cas-
tle, if it had been shown. -Brian
Froud hastily sketched a concept
on his dinner napkin, which was
forwarded to Gary Kurtz, who
wurned the assignment overto LM,
A background plate of the glisten-
ing lake was shotata river near San
Rafacl, and Mike Pangrazio was
still working on the painting as
late as this past September.

With filming
completed and
postproduction
effects underway,
Henson and ed-
itor Ralph Kemplen prepared a cut
of the picture 1o be scored with
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music and previewed 1n test
markets. The music was supplied
by voung composer Trevor Jones,
hired by Henson in February 1980,
two months prior to the start of
principal photography. Henson
had read about Jones' work for
director John Boorman, adapting
the themes of Richard Wagner o
EXCALIBUR. Henson wanted a
symphonic score for THE DARK
CRYSTAL, but one that featured
an unusual tmbre and sound.

“I'd been experimenting with
synthesizers and medieval instru-
ments, so I suggested a fusion of all
three,” said Jones. ““The point was
o try and be as inventve as we
could but not lose the audience. We
started with individual sounds and
related those to a symphonic
idiom. A film this enormous had o
be provided with that sort of sym-
phonic backcloth.”

Jones™ first assignment was 1o
score six pieces of music for play-
back use on the studio set during
filming. These included pieces like
the Pod People dance number and

the dirge of the Skeksis funeral
ceremony. Jones was provided
detailed background information
on the production, characters and
story for inspiration. ““Those
picces of music were difficult o
write,” said Jones. “Obviously 1
hadn't seena frame of film. Thad to
score from my own preconceived
images.”

After two and a half years of fol-
lowing the course of the produc-
tion, the physical aspect of scoring
the film ook only a matter of days.
“I came up with an overall main
theme that IHelt would apply to the
fantasy feel of the film,” said Jones.
“These lour opening notes for me,
as a chord, evoked just the night
feeling.” Jones mapped out his
score on a large wall in his home,
writing down a clinical analysis of
every character and each event in
the film, defining precisely at the
outset what he planned 10 do
musically.

As the scormng ]llu_L{tl'“r(i. .Innr\
would play his themes and leitmo-
tifs for Henson and Kuriz. “It'svery

hard for them to bridge the gap
between what I'm playing for them
on a piano and what I hear orches-
trally in my head,” said Jones.
“You sit there holding a € note
which dies away after three seconds
and vou know the strings will be
hovering in there, but they can’t
hear that. They have to have faith
in vour sensitivity and judgment.
What I had 1o be careful about was
not making my music as innova-
tive as the images they accompany,
otherwise the communication
with the audience would have been
lost. It was a knife edge 1o walk.”
Jones is serious about film
music. While a student at the Uni-
versity of York, England, Jones
became dissausfied that no wrain-
ing was available in film music
composition. With the help of an
understanding resident professor,
Jones structured his own four-year
course of study in film scoring. Asa
branch of Britain’s National Film
Iheatre, the university was f per-
fect avenue for film study. Film
prints were made available which
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Fiiming a close two-shot of Jen and

Crouched low and operating Jen are
(Itor) associate producer Duncan
Kenworthy on ears, Steve Whitmire on
right arm, Wendy Midener on eyes, Jim
Henson with right arm up the puppet
controlling body, head and mouth
moves, and Kathryn Mullen on left arm.
Henson would normally operate the left
arm but is using that arm to brace
himself in this set-up. The urRu, which
consists only of a neck and head, is
operated by Brian Muehl, with cable
controls for eyes & eyebrows in the
hands of Swee Lim at Muehl's right.
Note that all performers have eyes
glued to three video monitors of the
performance in right foreground. An
isolation video camera at far right
focuses in on Jen and is fed to the two
smaller closeup monitors. The large
monitor shows the scene as viewed
through the Panavision camera directly
above . Inset: the mechanical arm
developed by Leigh Donaldson is
operated by Whitmire in this set-up.
Note how the cable mechanism
connected at the wrist is concealed by
aflap of costume that extends down.

Jones would analyze on an editor
for their audio-visual chemistry. A
four-year, post-graduate course fol-
lowed at Britain's National Film
School where Jones learned the the-
ory behind scripting, directing and
motion picture photography. 1
think I'm the only composer who
can walk on a set and know what
evervbody 1s doing,” said Jones.
“Directors can relate o me as a
filmmaker rather than just a
musician.”

I'HE DARK CRYSTAL became
for Jones an enormous musical
undertaking. In addition to scor-
ing the movie, Jones also scored
music for exhibitions, a fashion
show, trailers and promotional
recls, more than three howrs of
music for a 90-minute film.,

“The standard of film music
should equal the standard of the
visual material,” said Jones. “Usu-
ally that doesn’t happen. Produc-
ers don't know music and often
they are taken for a nde. I'm not
saving I've achieved that standard,
but it's something [ aspire to. Alot
of scores just get churned out.”

I'tevor Jones' score for THE
DARK CRYSTAL is available asa
soundirack album,—the compos-
er's lirst recording. The London
Symphony Orchestra has also
chosen a suite of Jones” music for
the film as a selection in their con-
cert tour. But for Jones, the greatest
reward is the work wself.

“It’s a total high all the time,” he
said. It all boils down to me, the
penciland a piece of paper. Andifl
don’t like what I've written, then
it's no bloody good. The'buzz g
going into a recording studio and
hearing the London Symphony
Orchestra, conducted by Marcus
Dodds and performing my compo-
sitions, 1s reward enough. It's grat-
fying to know that an audience is
listening and that my music has
contributed in a positive way to the
film’s success.”

.““-\\,. -
Urzah the urRu in Mystic Valley. 2

In January
1982, disaster
struck. With
a May 28release
date ser, an
carly summer
slot thatwould
duplicate the release strategy ol
STAR WARS and hopefully its
success, THE DARK CRYSTAL
was previewed before a demo-
graphically selected test audience
in Washington, D.C. Henson and
representatives of Universal Pic-
wares, the film's distributor, were
stunned by the high number of
walkouts and the overwhelmingly
negative audience response. The
film, after yearsof planning, prepa-
ration and production—at a cost of
$26 million—was in deep trouble.

Universal announced that the
film's release had been postponed,
but named no new date. They
cited sulfl competition from a
crowded field of other summer
films as the reason for the delay,
a clumsy story since Universal
had launched an elaborate wrailer
campaign promoting the summer
release date less than a month ear-
lier. Word of the film's disastrous
preview soon spread.

I'he version of THE DARK
CRYSTAL previewedin Washing-
ton was not complete, lacking itles
and some optical effects, but the
preview audience shrunk from the
film not because of its unfinished
form, but because of its plodding
pace and confusing storyline. A
large part of the confusion resulted
from Henson's decision to have the
Skeksis speak a foreign language,
specially devised by linguist Alan
Garner based on ancient Greek and
Egvptian.

“My whole approach to this film
wis visual,” said Henson, 1
wanted as litle dialogue as possi-
ble because 1 believe the story is
stronger that way. Dialogue be-
comes a crutch. I vou haveall these
alien-looking aeatures, why should
they be talking English? An early
concept was to have the Skeksis just
making noises, but in a way that
vou knew what they were sayving.”

“The Washington audience
thought they were missing some-
thing,” said co-producer Gary

Fizzgig, Kira's flufiball pet, with a Pod baby.

Kurtz. “Actually, they didn't need

to understand the Skeksis’ dia-

logue at those points. The transla-

tion of what was being said isreally

quite banal. The strength of those
scenes was instinctively knowing
what's going on. It's like the scene
in ONE EYED JACKS, when Katy

Jurado talks o her father. The
scene s in Spanish, but you know
what they are talking about. The
two Skeksis scenes in question in
I'HE DARK CRYSTAL were
quite long. You hadtoconcentrate.
The audience wasn't prepared o
do that.”

Jim Henson went back 1o the
drawing board. Though Henson
preferred Alan Garner's Skeksis
language, he decided 1o reloop the
dialogue in English, adding choice
one-liners in the process. Though
the action on screen remained the
same—no re-shooting was done—
the English dialogue skewed the
proceedings away from the purely
bizarre and grotesque toward the
more familiar comedic territory of
the Muppets. Henson also added
lLightness and humor to the charac-
terization of Aughra, bringing in
actress Billie Whitlaw 1o re-record
the dialogue with a new emphasis.

With editor Ralph Kemplen,
Henson irimmed the film from 101
minutes to 91 minutes, picking up
the tempo. By intercutting scenes
of the Skeksis and the urRu which
had run uninterrupted before,
Henson enlivened the sluggish
pace of the film’s opening, while
shortening the action. In the con-
test for the Skeksis throne, for
example, the Chamberlain and the
Garthim Master each strike the cer-
emonial stone with their swords
three times instead of once, and the
Chamberlain actually appears 1o
be winning at one point.

‘Henson also added voice-over
narration o make THE DARK
CRYSTAL, crystal clear, in effect
telegraphing the film's climactic
revelation that the Skeksis and
urRu are two halves of the same
being. By removing this element of
surprise from the film’s chimax
Henson ook away the only saving
grace of an already ill-conceived
and weak ending,.

I'he shortening, the re-editing,

Wigmaker Stuart Artingstall trims Jen.

and the re-looping made THE
DARK CRYSTAL a much more
commercial [ilm, but not necessar-
ily a better one. Missing in the new
version is much of the darknessand
the drama that was there before to
counterbalance the charm and the
cuteness. In the scene setin the Pod
village, in the first preview cut,
when Jen and Kira are having a
merry time, Jen asks, “How long
can we stay here?”” and Kira
answers, “As long as we want.”
I'he dialogue suggests that Jen has
given up his quest, because as it
takes place he is snatched away to
dance and sing with the Podlings.
The dialogue is missing from the
re-edited version, though the
action is the same,

As originally conceived by Hen-
son, THE DARK CRYSTAL was
such a radical departure, not so
much because of its technological
embellishments but because of its
serious dramatic tone, a thrust that
wias severely compromised in the
re-editing process.

As Henson cut and rearranged
I'HE DARK CRYSTAL, com-
poser Trevor Jones had to cutand
rearrange his music to fit, agoniz-
ing over every missing note. “You
have to do what is ermed ‘track-
ing’ " said Jones. “IU's a terribly
tedious  process, chopping mag-
netic ape, manually, with a blade.
For example, you are in a musical
sequence that is in A minor for five
bars, modulating 10 F over two
bars. Say this latter two-bar modu-
lation is cut, which is what yvou do
in tracking. That means the score
goes 1o G sharp or some other note
without rhyme or reason, which
musically is hash. You ury like hell
to come out with
sounds like the onginal. with the
same intentions, but inevitably the
music has 1o suffer. The music
seems o fit, so no one knows except
me that 1t's now a bare account of
the onginal score.”

I'he new and improved version
ofl THE DARKCRYSTAL wiktest
previewed in Detroit July 11 o a
much better recepuion. The film
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a score that
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A Universal Pictures release. 1282 4 mins. In
color, 70mm and Dolby stereo. Divected by Jim
Henson and Frank Ou. Screenplay by David
Oxdell. Story by Henson. Produced by Henson
and Gary Kurtz. Executive producer, David
Larer. Director of photography, Oswald Mor-
vis. Concepiual designer, Brian Froud. Pro-
duction designer, Harry Lange. Edited by
Ralph Kemplen. Music by Trevor Jones. Asso-
ciate producer, Bruce Sharman. Assistant
director, Dusty Symonds. Special visual
effects, Roy Field, Brian Smithies. Special
sound effects, Ben Buriv Supervising art direc-
tor, Charles Bishop. Art directors, Terry Ack-
land-Snow, Malolm Snow, Brian Ackland-
Snow. Set decorator, Peter Young, Operating
cameraman, Derek Browne. Property master,
George Ball. Associate producer (Hemson
Organization), Duncan Kenworthy. Conti-
nuity, Cheryl Leigh, Choreography and mime
training, Jean-Pierre Amiel. Second unit divec-
tor, Gary Kurw. Unit publicist, Ann Tasker.
Miniature effects director, Brian Smithies.
Director, miniature pholography, Paul Wil-
son. Mechanical effects supervisor, lan Win-
grove. Optical printing supervisor, Richard
Dimblebn? Matte pai s, Mike Pangrazio,
Chris Evans. Sound editor, Nicholas Steven-
son. Music editors, Michael Clifford, Dina
Eaton. Assembly film editor, Marcel Durham.
Diglogue editor, Brian Mann. Optical editor-
ial coordinator, William Webb, Dialogue
supervisor, Louis Elman. Production sound,
Peter Sution, Re-recording, Bill Rowe. Sound
track performed by The London Symphony
Orchestra; Conducted by Marcus Dods;
Soloits, Maurice Murphy, Christopher Tay-
lor, Skaila Kanga, Richard Harvey, Morris
Pert, Catherine Bot; Orche Trevor
Jones, Peter Knight, John Coleman.

CREATURE DEVELOPMENT & DESIGN

Creature and costume design, Brian Froud.
Creative supervisor, Sherry Amoit. Design
and [abrication supervisors: Gelflings, Wendy
Midener; Skeksis, Lyle Conway, Sarah Brad-
piece; urRu Mysties, Sherry Amott, Tim
Clarke; Garthim, Fred Nihda; Aughra and
wurSheks, Lyle Conway; Landstriders, Valerie
Charlion; Podlings and slaves, Sherry Amout;
Environmental creatures, Tim Miller, John
Coppinger; Fizzgig, Rollin Krewson. Asso-
ciate costume designers: Skeksis, Sarah Brad-
piece, Steven Gregory: urRu Mystics, Shivley
Denny, Diana Mosley; Gelflings and podlings,
Polly Smith, Barbara Davis, Ellis Duncan.
Costumers, Val Jones, Lesja Liber, Wardrobe
supervisor, Beuy Adamson. Wigs and hair,
Stuart Artingstall, Special mechanical design,
Leigh Donaldson, Tad Krzanowski, John Ste-
phenson, Bob Baldwin. Foam latex supervi-
sor, Tom McLaughlin. Radio control devign,
Far Farakas.

CHARACTER PERFORMERS

llnumrnulin.l. s
Scroll-Keeper ...
Slave-Master ..

Chanter .. li
Scribe . ... .+.. Hus Levam
Alchemist . ... .. Toby Philpou
Healer ........ . Dave Greenaway,
Richard Slaughter
Landstiders .. ..... Hugh Spight, Swee Lim,
Robbic Barneu

ADDITIONAL PERFORMERS
Kiran Shah Edmonds, Peter Barroughs,
Malcolm Dixon, Sadic Corre, Deep Roy, Jack
Purvis, Gerald Stadden, Mike Cotrell, John
Ghaven, Abbie Jones, Natasha Knight, Lisa
Esson.

CHARACTER VOICES _
Lisa Maxwell, David Buck, * i
Charles Collingwood, Billie Whitelaw, Sean
Barrent, Perey Edwards, Brian Muchl, Barry
Dennen, Miki Iveria, Jerry Nelson, Patrick
Monckion, Steve Whitmire, Sue Westerby,
Thick Wilson, Joseph O'Connor, John
Baddeley.
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still had problems to be sure, but
none that could be corrected by
further tinkering in postproduc-
tion. The problems, which existed
in the original version as well, were
the [ilm’s central characters—the
Gelflings—which were difficult
for an audience to relate 1o, and a
weak story.

Ironically, the Gelflings were
designed to be human-like so that
audiences would find them easy to
relate 10, a concept that backfired
because the human qualities of the
puppets made them the least inter-
esting and believable characters in
the entire film. The obvious solu-
tion would have been to use actors
or children in the Gelfling roles, an
idea Henson considered but rejected
out of his commitment to the
puppet medium. “What we did
was miore of a pure form,” said
Henson. “Itcertainly is riskier. But
I think for what we were trying o
do it's much more honest.”

With the film now inmarketable
form, the final hurdle for Henson
proved to be financ 1er ACC's insist-
ence that THE DARK CRYSTAL
be released almost immediately,
even though distributor Universal
would be unable o give it the
major launch it deserved. Henson
came up with $2 million 1o defray
the interest cost on ACC's invest-
ment that would result from
further postponements, and began
negotiating to buy the film while
making linal preparations for its
release December 17, “T've always
felt Christmas was perfect,” said
Henson of the revised release date.
“The film always had arich Christ-
masy feel to me.”

Marketing the
film was a major
problem. Henson
and Kurtz wanted
to promote THE
DARK CRYSTAL as a fantasy
adventure, avoiding as much as
possible references 1o the film’s
Muppet ancestry, the unique tech-
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The Skeksis Garthim Master (Dave Goelz) gives some friendly advice to co-|

nology involved in its creation o1
even the fact that 1t was a puppet
film.

“The whole idea of a puppet
movie has such a negative connota-
tion,” said Henson. “Theartof this
film lies in puppetry of course, but
vou could never, ever say that.”
Added Kurtz, “We hope that once
people start watching the film,
they will accept the creatures asreal
within the fantasy context and
forget all about the technique. The
film will not work if you are con-
stantly thinking, ‘"How did they do
thaez" ™

I'hat kind of promotion is
apparently paying of. THEDARK
CRYSTAL did extremely well in
its holiday openings in December,
confounding many trade observers
who expected the film o be a sure
loser after its cancelled summer
release and rumored postproduc-
tion problems. As of February 13,
alter 39 days in release, the film had
collected a boxolfice gross ol over
$40 million in the United States
and Canada alone.

Another Christmas present for
Henson was ACC's decision tosell-
out shortly before the film’s
December 17th premiere. Though
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THE URSKEKS are tall ethereal
beings which appear al the film's
climax when the urRu and Skeksis
merge into one being. Lyle Conway
designed the puppets by sculpting a
small 12” maquette (left). The maquette
was enlarged photographically to the
desired size and the finished puppet
(right) was sculpted by David Barclay
(head) and Jeremy Hunt (arms). Only
the eyes were mechanized.

details of the sale were not forth-
coming it is rumored Henson
acquired the film for a total of $18
million, including the $2 million
already advanced 1o ACC to cover
the film's interest charges.

On the strength of 1ts domestic
openings alone, THE DARK
CRYSTAL has nearly reached its
$51 million breakeven point. With
worldwide rentals, television and
ancillary markets yet to be figured
in, the film is sure to be a substan-
tial money maker for Henson, if
not a solid hit. If the film shows
reissue value as a perennial favor-
ite, the deal could be a sweet one for
Henson indeed.

“Whenever you do something
out of the ordinary, something that
is unusual, you run the risk of not
being accepted,” said Kunz, “That
is one of the risks of this business. If

producer Gary Kurtz during filming.
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you are continually worned about
audience reaction you aren't going
to get anywhere. No one wanted 1o
make STAR WARS because science
fiction supposedly wasn’t popular.
You can’t use the past as a guide.
You have to make something
unique to get people interested.””

“Noonereally got involved with
I'HE DARK CRYSTAL for the
sole reason of pleasing an audi-
ence,” said Brian Froud. “We all
just wanted to make 1, I wanted it
to be an arustic success, and from
my point of view 1t is. It is a real
stride forward, although 1t possi-
bly won't be recognized asone until
afew years later. The images are so
dense that the hilm demands care
and attention while watching,
Some effort on the partof the audi-
ence has to be made. When 1 look at
the illm I do just that: I look atit. It
isalways fresh and new tome, and 1
always get swept away by "

“This is possibly the first ime a
major live acton film has been
done without people,” said sculp-
tor Lyvle Conwayv. “We are really
creating the actors. 1 don’t like 1o
think of 1t as creating a special
effectas much as creating acreature
with a personality—a soul. The
sculpture has to have this magic
even before the puppeteer takes 1
and gives it hife. 'minvesting heay-
ily i Latex futares just in case films
without people catch on. Aler all,
there are no star tantruams, no plush
dressing rooms or limos, just the
odd suttcase. What more can you
ask?

Latex futures are probably
where Henson has his money, too
“THE DARK CRYSTAL is the
most rewarding project I've ever
been involved with,” he said. “I'm
more proud ol 1 than anvihing I've
ever done.” It's likely we'll be see-
ing more of Henson's imnovation,
further expanding the fantastic
dramatic possibilities of the puppet
medinm. Brian Froud and much ol
the film's creative team is \T.Illlil!lL‘.
by, cager towork IuL;l'l]Il‘I agaimon
anew challenge

Tdon'tsee a DARK CRYSTAL
IL" said Henson, to tamultuous
applause from an admiring audi-
ence at the World Scaence Fictuion
Convention. But the puppet mas-
ter clearly left open the possibility
thata follow-up film might feature
another story set in the same-fan
tasy land, perhaps a beter story this
tume now that hindsight shows
that characters and setting alone
aren’t enough 1o support such a
fantasy vehicle,

All the props, costumes, puppets
and scenery from THE DARK
CRYSTAL are carefully stored
away 1 a massive warchouse in
Borchamwood, Engliand. nearby
the EMI Elsuree studios. Henson
didn’t have the heart o destroy
them or throw them out

“I just couldn’t do that because |

love them so,”" said Henson,
“Evervihing is there lor us 1o start
up again.” o

SKEKSIS CASTLE was
built as a four foot miniature
by effects supervisor Brian
Smithies and setin a
surrounding landscape that
occupied the greater part of
an entire soundstage. The
sel was draped in black for
the addition of sky vistas
optically in postproduction.
Fissures at the base of the
castle were rigged with
quariz lights attached to a
wiper board to simulate the
energy being sucked in by
the power of the Dark
Crystal. Inset: Peter Voysey
sculpts the larger twelve
foot model used at the climax
when the encrustation of
Skeksis rule crumbles away
lo reveal its gleaming towers.




CREEPSHOW

A United Film Distribution release, 10
In Color, Directed by George Romero,

rapher, Michael Gor
Anderson. Music, Jol s, Pat Buba,
Paul Hirsch, Michal Spolan and George Romero.
Special makeup effeas, Tom Savini

Hal Holbrook
Adrienne Barbeau
ritz Weaver
Leslie Niel
E. G.. Marshall
Stephen King

Henry Northrop
a Non
Dexter Stanley
Richard Vichers
Upron Pran
Jordy Verrill

1 was going to stop by the Crypt of
Crinques and ask my friend, The
Review-Keeper, for his thoughts
about CREEPSHOW, the celebrated
teaming ol director George Romero,
author Stephen King and makeup
artist Tom Savini, But when old R-K
opened his door, adjusted his dribble
cup and asked, “Wart's up?” I knew
where fus head was at, and deaded o
write the prece mysell. Il do my best.

In a time when a lot of movies are
cranked out by cynical hype-mongers,
it's a pleasure o greet CREEP-
SHOW, a hively and good-natured
tribute to the spiritof the E. C. horror
comics of the 1950s.

Because the E.C. style isn't subtle,
vou must be prepared o ignore the
sorcheads who are going 1o groan
about the way Romeroand King have
transhated the look and feel of grue-
some comic books to the sareen, Sure,
comic books are junk. But CREEP-
SHOW understands that they are
important junk —important ina pri-
mal wav that only the child in us
understands.

I'he movie nightully revels in s
own two-dimensionality: colors are
primary, characters are archetypal
and the logic s simpleminded and
inrctutable. Romero has never worked
more imaginatively with color and
setdesign, stylizing the mavhem with

E. G. Marshall goes buggy when roaches infest the antique jukebox in his
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Romero, King bring back the gory glory days of E. C. Comics

otherwise-stark penthouse, in CREEPSHOW's final—and finest—segment.

clever framing and inventive wipes.
With splash panels dissolving into
live-action, and animated comic
book pages flipping between the seg-
ments, the film has all the impactand
immediacy of 1ts four-color mspira-
ton, and in this respect, succeeds
where other comic-inspired films—
like SWAMP THING —have failed.
King fares less well than Romero,
I'he five-story format is fun, but lim-
iting. King has a fondness fora pulpy
approach o horror, but his usual
knack for dialectand sardonic humor
seems a bit halfhearted at umes. His
performance as a brain-damaged
country bumpkin in “The Lonesome
Death of Jordy Vemill,” however, isa
scream. Jordy, with his bulging eves
and perpetually dejected demeanor,
is trapped maworldof TVwiestling,
cheap liquor and junked cus. When
a meteor Lands in his vard, he dreams
of big bucks, but ends up developing
a unique form of “green thumb.”
“Father's Dav,” though amusing
in its depiction of prissy, hedonistic
dilettantes who love spending the

Equal doses of blood and

~ - ~cC
SORCERESS

A New World Picures release, 10 K2 7% mins. In

o Iir d by Brian Swar. Writen by Jim

Wianorski. Produced by Jack Hill

Mara Lynctie H

Mira Lrigh Harnis
Traigon Robert Ballesteros
Rrona Martin La Salle

If vou have nouble getting sword
and sorcery adventures out of youm
system, this fillm might make a good
Laxative. SORCERESS explouts the
two most unappetizing ingredients
of adolescent fantasy: sex without
sensitivity, and violence without
sensibility

I'he mayvhem takes place inone of
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those mystical realms where barbar-
ism and black magic go hand-in-
claw. An evil wizard naomed Traigon
(Ballesteros) hopes to gain great pow-
ers by sacrificing the oldestof histwin
daughters. He encounters strong
resistance from Mrs, Traigon, and
they kill cach other magrisly custody
banle.

I'he children manage 1o escape
with Krona (Marun La Salle), a
friendly warrior. Under hisgudance,
Mara and Mira (Lynete and Leigh
Harns) disguise themselves as boys—
a ruse made nidiculous by then wen-
dency o jiggle—and grow up o
become great fighters and lousy

money ol a murdered relanve, 1s
strictly a one-joke idea, Tom Savini
comes up with some startling shock
effects—notably a delightfully roned
corpse that rises from its grave in the
finest E.C. adition—but the seg-
ment lacks the wit and savage irony
that typified the best of the pulps.

“Something o Tide You Over”
comes closer. Leshie Nielsen is splen-
did as a cuckold whose idea of a wet
dream goes all wrong. He's hornid
because he's so reasonable. He even
pitches in o aidoncof hisvicimsand
vells, “Help! Help!”™ Anything to
oblige. A pair of waterlogged, walk-
ing corpses designed for the seg-
ment's climax are nifty, but the sto-
my's final moments Gall a hode flar

In “The Crate,” a college janitor
discovers an old box that contains a
very hungry ... thing, and professor
Hal Holbrook sees a golden oppor-
tunity 1o take his shrewish wile
(Adrienne Barbeau) 1o, uh, dinner.
“The Crate” is the longest vignette,
and benelits from sharp pacing and
solid structure, King's script s flip

and funny, a demented parody ol
WHO'S AFRAID OF VIRGINIA
WOLF? Savint's monster is well-de-
signed and appropriately nasty, and
Barbeau is good as the bitchiest hors
d’oevre In movie history

I'he final segment, “They're Creep-
ing Up on You,” may be the besti's
certainly the most focused. E. G Mar-
shall is grandly venemous as the
heartless. anal-retentive business-
man whose obsession with cleanli-
ness gets the better of him when he's
bugged by a few unwelcome guests
Marshall’'s penthouse, the work of
designer Cletus Anderson, 1sa hortor
ol gray and white, with high-tech
machinery and harsh night angles
everywhere, But against one blank
wall, cleverly, sits a classic Wurlizer
jukebox—a nice, invenuve touch
Like “The Crate,” this segment has a
satislying pavoll, although close-ups
of the dummy that doubles for Mar-
shall are not terribly convincing,.

It anthology horror films have
stumbled in the past, it's been because
their framing stories have been lame
and pointless. CREEPSHOW clev-
erly establishes that its five tales are
stories ina “Creepshow” comic book
that 1s being read by a hule bov. 1
suppose a lot of former kids will be
able to sympathize when the boy (Joe
King, Stephen's son) is harassed by
his comics-hatng father. But don’t
worry: Junior's revenge is sweet.

Despite the weaknesses of the
script, King and Romeroare congen-
1al, even logical, collaborators. Both
men understand that the best scares
are the simple ones, and that its all
right 1o be unabashedly childlike
once in awhile. The audience T was
with laughed and screamed hearuly
and probably went home happy. 1
know I did. My dribble cup runneth
David J. Hogan

oven,

actresses, delivering therr lines with
the dull monotone of anairport page.

Alter Trngon returns to hife, he
searches for his daughters, eventually
killing then foster family. The twins
seek thenr revenge, armed with a
magic word given to them by Krona,
and accompanied by a witless soldier
(Bruno Rey ), ajerky prince (Bob Nel-
son) and a horny character wearnng
halt of a gorilla suit. As the stony
tumbles along, it's obvious that none
of them will live 1o see the end of the
picture unless Mara o1 Mira can
remember Krona's buzs word.

When they do, the movie pulls out
all stops, including a bat-winged lion

crud make this flick a barbaric mess

who spits lightning, a snaky demon-
ess whose head explodes, and anarnny
ol the undead who batle the unac-
resses and unactors. There's even a
gang of shepherds who atack Tra-
gon's sttonghold. It's the sortol spec-
tacle you're not likely
where—thankfully,
SORCERESS represents a e feat
ol sorcery: using a castand arew hilled
with American names, 1t has the feel
of acheap Ialian fhick. Previous New
World clforts tempered their exploi-
tative nature with some artstic flair,
but SORCERESS doesn’t giffe the
audience one good reason to sit
through itall.  Christopher Martin

Lo see l']\("



One of Conal Cochran's employees
models a deadly Halloween mask.

Hack rewrite
turns Kneale’s
treat into
dreary chaos.
Some trick.

HALLOWEENIII:
SEASON OF THE WITCH

I release, 1082, 96 mins. In color.
Directed and written by Tommy Lee W c.
Produced by John Carpenter and Debra Hill
Executive producers, Irwin Yablans, Joseph Woll.
Director of photogra Dean Cundey. Editor,
Millie Moore. Production design, Peter Jamison.
Spevial makeup effects, Tom Burman. Music, John
Carpenter and Alan Howarth.

Dr. Caniel Challis Tom Atkins

Ellie Grimbridge . . Stacey Nelkin
Conal Cochran .. Dan (FHerlihy

Buried somewhere in HALLOW-
EEN 1II: THE SEASON OF THE
WITCH are both the mauled remains
of Nigel Kneale's oniginal screenplay
and of John Carpenter’s good inten-
tions. Kneale can probably survive
the mutilaton of what must have
been a nice bitof work. Whether John
Carpenter can continue 1o survive
with his “boy wonder” reputaton
intact is another question, for it is
becoming appallingly clear that Car-
penter simply doesn’t know what
makes a story work on the screen.

Carpenter’s recent films—includ-
ing I'HE FOG, ESCAPE FROM
NEW YORK and THE THING—
had terrific ideas that floundered
because of plot problems and-shim
character development. Carpenter’s
non-directorial elfortis—including
HALLOWEEN H—share many of
the same problems. Although HAL-
LOWEEN 111 started from good
intentions, it's still a hopelessly
jumbled mess, and aboutas scary asa
tepid can of generic light beer,

Carpenter’s heart, at least, appears
1o have beenin the right place when it
came to this second sequel to his fabu-
lously successful HALLOWEEN.
With The Shape finally dead, and
Jamie Lee Curtis tired of screaming,
Carpenter attempted to segue the
series into an anthology format
where a different storyline could be

continued on page 60

Standard creature feature is
uplifted by its top-flight cast

A United Film Distribution Co. Release. 982, 92
mins. In color. Directed, written and produced by
Larry Cohen. Executive producers, Don Sandburg
and Richard DiBona. Special visual effeas, David
Allen, Randy Cook apd Peter Kuran. Cinematog-
rapher, Fred Murphey. Music, Robert Ragland.
Editor, Armand Lebowitz. Special makeup, Dennis
Eger. Additional modelmakers, Roger Dicken,
Dennis Gordon, Aiko, Dee Rossiter..

Jimmy Quinn . ................ Michael Moriarny

Det. Shepard . .. . David Carradine
Joan ..... . . civen. Candy Clark
Sgi. Powell ................. Richard Roundiree

Larry Cohen may be the last of the
low-rent scuz kings, but at least he's
original and sometimes engaging—
even if it sometimes scems more acci-
dental than purposeful. His latest
film, Q, starts out as a bad version of
JAWS on the wing. Butitwurns intoa
nice, offbeat, black comedy that fea-
tures the most aggressively-seedy per-
formance by an actor since Eli Wall-
ach chewed up half of Spain in THE
GOOD, THE BAD, AND THE
UGLY.

Michael Moriarty plays an ex-
junkie turned getaway driver, whose
latest holdup job is botched and has
him fleeing both his ex-partners and
the police. He limps his way to the
top of the Chrysler building where he
finds the unlikely answer o all his
dreams: the very alive and hungry
incarnation of the ancient Aztec ser-
pent god, Quetzalcoatl.

I'he big Q, it seems, has been
brought back to life by an unrepent-
ant Mexican priest, who is leaving a
trail of skinned sacrifices for detecuive
David Carradine to pick up. To Car-
radine, the monster is just another
pain-in-the-ass part of life in New
York. Moriarty, on the other hand,
knows a good thing when he sees it,
and sets out o sell o the cty the
location of the creature for a cool
million (tax free, no less), exclusive
film and book rights, as well as
ammnesty for all his crimes,

In Q, Cohen is working with some
decent actors for a change and the
difference is apparent. David Carra-

Quetzacoatl, a myth-
ological flying serpent,
swoops around New
York’s Chrysler Building
in one of about 50
animated cuts provided
by David Allen and Randy
Cook. Because the film
was virtually completed
before director Larry
Cohen contacted Allen
and Cook, little provision
could be made to facilitate
the effects, forcing the
animators to scrounge for
suitable background
footage. Allen agrees with
critics who felt the
animation was somewhat
lacking. “There just
weren't enough shots of
the creature,” he said.

dine turns in another low-keyed, but
sly, performance as a detective who
knows you can do your job and sull
come out on the wrong end of things.
The real surprise, though, i1s Mor-
iarty, who always seems like some-
thing of a cold fish when he tries
doing “dignified” roles.

Moriarty cuts loose and steals the
show from everyone—including the
monster. His character is a whiny
chiseler, walking in a perpetual
cringe from the trouble he knows is
just around the corner. But he comes
nervously alive when he discovers the
monster’s hiding place and knows
that he's finally got a winning hand.

Candy Clark has a few good bits as
Moriarty's girlfriend, but aside from
the cast, there's litlde to recommend
about the film. For example, it's hard
to believe—as Cohen would like us
to—that the monster has gotten away
with its daylight atacks for so long,
“because 1t's [lying out of the sun and
nobody can see 1"

Dave Allen’s design for the mon-
ster 1s nice, but the animation lacks
pizzazz: it doesn't have any of the tiny
charactensucs that, say, Ray Harry-
hausen might have included 1o give
the creature a sense of power and
deadly grace. Only in the final scenes,
as the dying monster feebly clings to
the top of a pyramid-like skyscraper
to keep from falling, does the film
capture any sense ol the creature’s
liveliness.

It's a pity, 1o, for with some better
effects and ughter scriptwrinng, Q
might have been able 1o catch the
public’s attention as an offbeat
comedy-horror film, along the lines
of LITILE SHOP OF HORRORS
or even EATING RAOUL.

I'he film is ulumately a disap-
pointment, bur 1's sull a lot more
watchable than some of the more
bombastic megabuck epics being

touted to the public. Q is a tue “B”
flick in the nicest sense of the word.

Michael Mayo

Dave Allen films the

winged serpent on
a shoestring budget

When Q began filming, writ-
er/director Larry Cohen actually
had no Q, the giant bird that men-
aces New York. That's because
Cohen threw a low-budget mon-
ster movie together almost over-
night, after being fired from |, THE
JURY (eventually helmed by
Richard T. Heffron).

“Larry Cohen told me heliterally
had no time to consult with techni-
cal people,” said David Allen,
supervisor—along with Randy
Cook—of the stop-motion anima-
tion effects which brought the
winged serpent to life. “I would
have preferred a prior involve-
ment. But that wasn't in the cards.

“It was very impromptu,” Allen
added. “The only storyboards we
worked from were some thumb-
nail sketches that Randy made.”
Cohen went back to New York and
shot a few additional bits of foot-
age, but Allen was essentially
handed a completed movie into
which he had to fit the animation.

“We did 40 or 50 shots in the
film,” said Allen, who worked on
the film about five months. “But |
think it really needed to have at
least as many more.”

After producer Sam Arkoff
viewed the rough cut, Cook and
Allen were called back topunchup
the film's climax. “He wanted to
see the bird actually attacking
someone,” Allen said. “Having the
bird just fly around the building,
being shot by machine guns till it
fell, was pretty tame."”

The added shots involved an
attack on a cop perched on the
outside of the Chrysler Building.
Since no background footage
existed, Allen, Cook and model-
maker Dennis Gordon were forced
to piece the sequence together
almost entirely with miniatures.

The lack of preproduction on Q
forced Allen to use whatever
resources were available. "One
shot arose because we happened
to find an interesting down-angle
shot,” Allen said. “It was just a
piece of scrap film that | cleaned it
up with film cleaner.

“You'd laugh if you knew how
little we had to work with,” Allen
added. “But we did the best we
could under rather unusual cir-
cumstances.” Kay Anderson




A thoughtful,
intelligent

debut - despite
the confusing
denouement

THE SENDER

A Paramount release, 10 82, 91 mins. Direcred by
Roger Christian. Produced by Edward S, Feldman.
Screenplay, Thomas Baum. Cinematographer,
Roger Pratt. Editor, Alan Strachan. Music, Trevor
Jones. Sound, Tony Dawe. Special effeas, Nick
Allder. Assistant r, Roger Simons. Arnt
direc . Steve Spe harles Bishop. Stunt
coordinator, Colin Skeaping.

Gail Farmer. ....... Kathryn Harrold

The Sender . Zeljko Ivanck
Jerolyn ... ... Shirley Knight
Dr. Denman ... Paul Freeman
The Messiah ...........0c00vvnens Sean Hewin

I'HE SENDER is an odd liule
entry in today’s low-budget horror
field—a class act with impeccable
directing and acting that clearly
means to get as far away as possible
from the ever-continuing crop ol
mad slasher clones of HALLOW-
EEN and FRIDAY THE 13TH.
However, the film never gets a grasp
on whether it wants to be a cerebral
spook film of a CARRIE-esque hor-
ror film, and it vacillates between the
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Dr. Gail Farmer (Kathryn Harrold) examines The Sender (Zeljko Ivanek) following a
bizarre suicide attempt, in Roger Christian's promising directorial debut.

two before fizzling out in one of the
most incomprehensible endings of
1982.

As a showcase for first-time direc-
tor Roger Christian’s talents, THE
SENDER certainly encourages you
to see more of his work. As a story,
though, the film keeps promising
thrills and chills that never material-
ize. IUs difficult to understand how so
much good talent could possibly not
realize that the ending doesn’t work.

I'he “Sender’ 1s a nameless voung
man (Zeljko Ivanek) who is sent o a
state mental hospital after a public

attempt atdrowning himsell. Tagged
as "John Doe 83, Ivanek comes
under the care of Kathryn Harrold
(Albert Brook's heartthrob from
MODERN ROMANCE), who is
intrigued by the voung man's amne-
sia but is unaware that it masks para-
normal powers.
]l.llrrihlt'\|u'll(‘llt('-nt'\l‘l.ll"\\'.l]k-
ing nightmares”™ before discovering
Ivanek is a telepathic, “broadcast-
ing"" his pain and torment to anyone
who can receive him. Paul Freeman,
the head of the hospital, is overjoyed
at this discovery; he wants 10 surgi-

cally probe Ivanek’s brain and pin-
point which areas of the brain are
involved with telepathy. But Ivanek’s
equally mysterious mother (Shirley
Knight)shows up and warns Harrold
that everyone in the hospital—Har-
rold most of all—is in terrible danger
unless they release her child. Ivanek,
however, has no desire 1o go with his
mother, since their relationship con-
ceals the terrible key 1o his suicide
attempt. )

It's obvious THE SENDER is one
of those films made with love and
care, but in this case good intentions
are not enough to overcome thestory-
line's flaws. Screenwriter Thomas
Baum seems to have forgoten that
being oblique 1s not necessarily the
same thing as generating suspense.
I'he story never reveals crucial infor-
mation that would allow the audi-
ence to comprehend what is happen-
ing. The Shirley Kmight character,
for example, has been dead since the
start of the film. But that fact isn’t
revealed until the film is nearly over.
Is she a ghost or a projectiion of Ivan-
ek's tortured mind? The film never
makes 1t clear.

I'he film also barely sketches the
mutually agonizing life of Ivanek
and Knight, who had lived in a soli-
tary cabin far removed from human-
ity. We're never really sure what
caused Knight's death—either murder
or suicide—although Knight's per-
formance alludes 1o a hidden layer

continued on page 60

Few pictures have had as little class—or wil—as this “Class”

NATIONAL LAMPOON'S
CLASS REUNION

A 200h Century-Fox release. 10 K2 84 mins. In color.
Directed by Michael Miller. Screenplay. John
Hughes. Direcior of photography, Phil Lathrop
Editors, Richard C. Mever, Ann Mills. Produced by
Many Simmons. Coproduc Harmon Berms, Peter
V. Herald. Music, Peter Bernstein, Mark Goldenberg
Production design, Dean Edward Mitmer. Makeup,
Del Armsirong.

. ... Gerrit Graham
.. Michael Lerner
Fred McCarren
Miriam Flynn
Stephen Furst

... Marva Small

. Shelley Smith

. Lane Busby
Jacklyn Zrman

Bob Spinnaker

Dr. Young .

Cary Nash

Bunny Packard
Hubent Downs. ...
Iris Augen ........
Meredith Modess
Delores Salk

Jane Washbum . ..
Walter Baylor . Blackie Dammett
Egon Von Stwker . Jim Staahl

Esa e e

I'he magazine that brought you
the super-hero “Fartiman, " and a pic-
torial essay on how to burp a baby
with a rolling pin, has done it again:
NATIONAL LAMPOON'S CLASS
REUNION is dumb, sophomoric,
crude, irreverent—and about as
funny as a gas-packed episode of
“Fartman.”

I'he sareenplay, by Lampoon con-
tributing editor John Hughes, reads
like a limp Mad magazine movie
satire. CLASS REUNION isnearly a
complete shambles; never more than
mildly amusing, often strained and
boring, and staged by director Michael
Miller like a club-footed high school
revue.

Taking a 15-minute SATURDAY
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NIGHT LIVE sketch and padding it
out to feature length was the hirst of
this vehicle's many mistakes, Hughes
has added a few genre elements 1o the
usual barmage of low-brow jokes (a
psychopath on the loose, a cipple
who sells her soul 10 the Devil in
exchange for a cure) ina weak attempt
10 poke fun at recent stalk-and-slash
films. But it doesn’t help, and most of
the film just lies there begging for
laughs.

The story opens in 1972 at a dope
and beer fest put on by the graduating
members of Lizzie Borden High
School. Class wimp Walter Baylor
(Blackie Dammett) is tricked into hav-
ing sex with a “shy” girl who wearsa
paper bag over her head—only to dis-
cover alterwards that the girl is his
dog-faced twin sister. The shock of the
ordeal sends poor Walter scurrying for
a padded cell.

T'en years later the class gathers fora
reunion, unaware that Walter has
escaped from the aacker factory with
revenge on his warped mind. In
attendance are the usual assortment of
stereotypes;  Hughes™ one-dimen-
sional characters suggest that he has
been too-long entrenched in the
Lampoon philosophy of ridicule
over comedic shading,.

I'hat said, the film does have a few
moments of levity: the blind wom-
an's seeing eve dog wolling down the
food from her plate as she goes

through the buffet line; the killer's
collection of paper bags with a differ-
ent face drawn oneach;andaslovenly
copk (a4 nice comic turn by Ann Ram-
sev) who has o cut her homemade
lasagna with a chainsaw.

I'he cast does as well as possi-
ble, considering the hmitations
of the material. Zane Buzby has
fun with her role as the possessed
feminist, spewing flames to light a
cigarette and speaking like a pack-a-
day Mercedes McCambridge, and Jim
Staahl—playing a Transylvanian
“exchange’ student—does hilar-
ious things with his rubbery face.

On atechnical level, there are a few
okay matte shots of the school
perched atop a hill like Dracula’s cas-
tle, makeup artist Del Armstrong's
fire-breathing mock-up of Zane
Buzby works well, and Dean
Miuner's production design
has just the right grimy, clut-
tered look for a school thathas
been closed for 10 years.

Satire is perhaps the most dif-
ficult form of comedy to do, as 1t
requires a skillful blending of wit,
ridicule, sarcasm and irony to make it
work. AIRPLANE! is the only spool

Class wimp Walter Baylor (Blackie
Dammett) terrorizes his high school's
10-year reunion. Why does he wear a
paper bag? Walter has a few problems.
But then, so does CLASS REUNION.

of late 1 can think of 10 successfully
combine those elements. Among the
unsuccessful: SATURDAY THE
14TH, STUDENT BODIES and now
NATIONAL LAMPOON'S CLASS
REUNION. But then AIRPLANE!
didn’t have those films' low standards.
Kyle Counts



Henson g:we life to a world,

but gave its inhabitants no life

THE DARK CRYSTAL
A Universal release. 1282 93 mins. In color, scope,
70mm and Dolby Stereo. Directed by Jim Henson
and Frank Oz Written by David Odell. Produced by
Henson and Gary Kurtz. Music by Trevor Jones.

Featuring the voices of:

......... Stephen Garlick
.... Lisa Maxwell
Billic Whitelaw

[For complete cast & credits see page 51

For the love of puppetry, THE
DARK CRYSTAL succeeds, and for
the love of puppeuny THE DARK
CRYSTAL fails,

For that is what Jim Henson does,
he “wiggles dolls.” And with THE
DARK CRYSTAL, he setouttomake
an original feature-length film by
combining a myriad of state-of-the-
art effects with his own unique form
of video puppetry.

What he has achieved, with the aid
of Frank Oz and a small army ol
artists and technicians, should not be
underrated. For though THE DARK
CRYSTAL premiered without the
hoopla accorded the first feature-
length animated [ilm, SNOW WHITE
AND THE SEVEN DWARFS(1937),
Henson's film also stands at the door-
way of a whole new kind of cinematic
expenience. Disney was the proneer
when it came o the possibilities of
drama without actors, but Henson
has created the means for, and proved
that audiences will believe in and fol-
low, the dramatic adventures of three-
dimensional animated characters,

Henson utilizes a classic good vs.
evil storyline, similar 1o Disney's
[airy tale approach, but aesthetically
THE DARK CRYSTAL breaks new
ground. The lilm's artists, led by con-
ceptual designer Brian Froud, have
imagined a stunningly beautiful
world; equally talented artists real-
ized these characters and environ-
ments into living, breathing capsules
of wonder, all dripping with detail.
Every scene is a visual delight, be it
the naked form of a flute-playing
Gelfling amid lush greenery, or the
rotting bedridden body of an evil
Skeksis,

I'hough form puts more severe
limitations upon puppetry than
upon cel animaton, Henson and
crew still manage o achieve realistic,
vet charactenized, mouon. By aug-
menting the puppets mechanics and
full-fiigure costumes, they have given
cach race an individualized form of
movement, from the sharp spinning
and jabbing of the Skeksis to the ghid-
ing and shuffling of the Mystics, The
menagerie of air, lind and water area-
tures in the background bring with
them an added assortment of unique
locomotive patterns and sirange
sounds, as does the very landscape
sell.

Unfortunately, the saript does not
move along nearly as well as does the
population. Unlike Disney, the

Muppet creators became 100 enrap-
tured in their art, and forgot that they
had o tell a story.

In THE DARK CRYSTAL, noth-
ing makes sense. And magic must
make sense. In Tolkien's Lord of the
Rings, Frodo must destroy the magic
ring because Sauron, having put
much of his power into it upon crea-
tion, would become invincible upon
its recovery; “logic” dictates the use of
fires which forged the ring. THE
DARK CRYSTAL olfers no such
logic. But it does offer a host of puz-
zling questions:

Why does the Crystal have 1o be
repaired? How is it connected with
the planet’s three suns? And how will
the replacement of Jen's crystal shard
end Skeksis rule?

I'he [ilm's climax answers some of
these questions, but raises still more,
But even il it had explained all, it
would have been oo late. Viewers
spend much of THE DARK CRYS-
TAL wondering what the hero will
.luulllplish with his shard, and the
fogginess of this goal plays hell with
audience understanding and iden-
tification.

One might expect an opening nar-
ration to explain some of these laws
of nature and magic, but the film
begins with a bit of surprisingly
unpoetic ramblings and simple
descriptions of easily-understood vis-
uals. Most of the film’'s dialogue is
equally useless and write. There are
some good lines, but they're all but
lost.

I'he problem: choice dialogue rises
out of, and is inextricably linked 1o,
personality and situation—two dull
facets of THE DARK CRYSTAL.
Henson and his fellow puppeteers
have managed 1o bring their handi-
crafts to life as living beings, but not
as characters. Only the secret-keeping
Aughra and the Skeksis Chamberlain
seem to have been conceived with any
personality, but Aughra comes off as
little more than afoul-mouthed loud-
mouth, the Chamberlain as a crea-
ture of obtuse motivation with a pen-
chant for melodic humming,

I'he film is also hurt by the cer-
tainty of where it is headed, Even
though the viewer may not know
exactly what replacing the crystal
shard will do, he does know that Jen
will replace it This prophecy—told
in the opening narrationand repeated
throughout—makes the outcome
(forgive me) crystal clear. Yes, we
know that a fantasy like this will
probably have a happy ending, but
the prophecy —which all the charac-
ters believe as gospel truth—wipes
out the Last bit of suspense. Worse, it
makes Jen and Kira appear as pawns
in some pre-planned history: a hero
must alfect events, not just be affected
by them.

Once the Mystics and the prophecy

o,
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Jen and Kira float to safety, a nifty bit of puppeteering and one of the film’s truly

memorable moments: “Wings? | don't have wings!” Jen says, puzzled, as they reach
the bottom of the cliff. “Of course not,” Kira answers demurely. “You're a boy.”

send Jen forth, ics the Garthim—
roach-like warriors—who push the
action ahead, chasing Jen our of
Aughra’s observatory, out of the
Podling's cavern, into the castle, into
the fire shaft, and even out onto the
Crystal! Odysseus wallowed in free-
dom next to this guy.

In fact, THE DARK CRYSTAL s
a classic example of mythology mis-
used; the film reproduces surface
detail from stories that are centuri
old, but not the underlying reasoning
behind them. The Lord of the Rings
also involves unusual lifeforms
which die out in the end, but they die
10 leave the Earth for humankind.
Henson and scriptwriter David Odell

 use the same formula, butidentily the

setting as “another world, another
time.” While this, by itself, would not
be a major indictment, it points to
more serious lapses.

From STAR WARS wo E.T. 10
CONAN, rebirths seem 1o be in
vogue: you know, “we don't want to
upset the audience by having a good
guy really die, but a death scene sure
would hook the audience . . ."" All of
these films cheat themselves and then
audiences by refusing to face the real-
ity of death. In THE DARK CRYS-
I'AL, Kira dies to retrieve the crystal
shard, only to be brought back to life
moments later. A mythological
rebirth—be 1t Christ or Gandalf the
White—involves the moral hiber of
the individual and the intervention of
a diety shown 1o be on the side of
“right.”

But resurrection s treated preuy
callously here, For though she sacri-
fices herselfl 1o end Skeksis rule, Kira
was merely doing what she was told
to, rather than expressing a strong
will determined 1o defeat evil, More
importantly, Kira has generated so
little interest as a personality that it is
difficult 1o care if she lives, or dies, on
lives. Her resurrection is not a hero's
reward, but simply one of many

strands used to sew the film up intoa
happy ending.

For Kira does live. Jen lives.
Aughra lives. Even the silly litle fuzz-
ball, Fizzgig, lives! Victory without
sacrifice cheapens the struggle, and
does not fit the mythological pattern;
from the trials of Odysseus 1o Frodo's
loss of home and tainting of soul,
victory extracts a toll. THE DARK
CRYSTAL ends as if a baule did not
even occur; everything ends nicely,
for the good guys and the bad guys.

I'here are other problems with the
story—including a lack ol thematic
unity which could have pulled the
whole thing together—but the point
1s already made.

So why did the man who gave us
SESAME STREET and THE MUP-
PET SHOW [ail? Because puppeteer-
ing is a means, not an end. Puppets
may have more inherent heart than,
say, spaceship models, but they are
stll simply a canematic technique.
Unlike Henson's early projects—
which could get by with witty dia-
logue and cute personalities—feature
films demand more in the way of
story and character. It is not enough
that his features succeed as puppet
films, they must prove themselves as
filmys farst, and the simplistic values
of good and evil which have worked
on the small sareen simply can not
hold up an entire feature.

Yes, vitality pours out of Trevor
Jones” soundirack, scenes such as the
Gelfhings atop galloping Landstrid-
ers and the Skeksis mawling their
dinner linger delectably in the mind,
and the visuals please, astound, touch
and delight. But it 1s not enough.

Perhaps someday Henson and his
artisans will return to the World of
the Dark Crystal and have a story 1o
tell. Maybe an entrely new fantasy
universe, But as for now, I guess I'1l
have to be content with watching
FRAGGLE ROCK ecach week on
HBO Allen Malmquist
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HALLOWEEN III

continued from page 57
done each fall, instead of replays of
the old slasher theme.

The project was helped along by
the fortuitous availability of Nigel
Kneale. With the QUARTERMASS
series to his credit, Kneale has been
one of England’s foremost talents in
the field. His non-genre work has
been no less outstanding, with the
adaptations of LOOK BACK IN
ANGER and THE ENTERTAIN-
ER leading the list.

It's hard to believe, then, that Car-
penter would let first-time director
Tommy Lee Wallace “rewrite”
Kneale's screenplay, as was widely
reported. A fine writer like Kneale
carefully weaves a script both with
character and idea development—his
excellent screenplay for FIVE MIL-
LION YEARS FROM EARTH, for
example. Only an equally talented
writer would be able 1o understand
and retain what the original writer
was trving o do. In the hands of
anvthing less, the rough thrust of the
storyline might be retained, but
much of the supporting material is
likely 1o be lost or replaced with infe-
rior material. The result is that the
whole of the storyline falls 1o pieces,
and that's exactly what happens to
HALLOWEEN IIL

Kneale's original concept for
HALLOWEEN Ill—the remaining
bare bones of which provide theonly
interest in the film—is ghoulishly
funny and horrible at the same nme.
Conal Cochran isa world-famoustoy
maker (he's the one who invented
sticky toilet paper, saysone character)
whose three glow-in-the-dark masks
are the rage among kids for the
upcoming Halloween. Cochran has
blanketed the airwaves with obnox-
ious commercials plugging his
masks and adverusing a huge givea-
way which will come afier the
Halloween TV eve broadcastof (what
else?) Carpenter’s HALLOWEEN.

But Cochran's "“faith and begorra™
Irish smile hides a death’s head leer,
and a plan 1o pull one last practical
joke on the millions of children who
will be wearing his masks. Cochran
has stolen one ol the Stonehenge

THE SENDER

continued from page 58
of madness and mcest.

Another problem is that Christian
perhaps wied too hard 1o stay away
from the splatter genre; the result s
that the film is drained of some of the
emotional heat it might have had if it
were a little more shocking. Although
the film is bloody in parts, and Ivan-
ck's visions look scary, the shocks are
strangely unmoving without a se shid
story in which to put them—much as
the elevators gushing blood in THE
SHINING were much morefrighten-
ing as a trailer than within the film
itsell. Though Christian slides won-
derfully into Ivanek's telepathic
“invasions,” he then sputters by not
doing anything of impact with them.
David Cronenberg, whose films
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Little Buddy (Bradley Schachter) and his parents (Jadeen Barbor, Ralph Straight)

about to discover that watching too many commercials can rot your brains.

slabs, said to be an ancient sacrificial
altar, and is embedding uny frag-
ments of the rock into computer
microchips hidden in the masks.
Wedding modern technology with
witcheraft, Cochran plans to unleash
an ancient Celtic curse, drenching
America in blood.

According 1o various sources,
Kneale's script was rejected by Car-
penter for being either 100 passive,”
not having enough grisly violence
and for merely being oo Briush.”
Wallace's rewrite “corrects” these
faults with a vengeance, with an
active hero who lights and fucks his
way through an incoherent script
punciuated with grisly murders—
courtesy of Tom Burman's nicely
gruesome makeup.

Wallace's idea of “Americaniz-
ing” the script is o have a shightly
harassed, divorced doctor (Tommy
Atkins) whose hospital is invaded by
one of Cochran’s clockwork hench-
men, a graysuited bunch of crewout
types that look like leftovers from the
Nixon administration. One of them
comes in, tears a man's skull apart,
then sets himself on five. Atkins, with
the lighining brilliance born ol
sloppy writing, gets the idea that
something is wrong and charges off
with the victim's nubile daughter
(Stacy Nelkin) to see what he can

aren’t written very tightly either,
would have probably scared the hell
out of people with this material.

his is all the more frustrating
because the film does achieve some
genuine moments of power, and con-
tains some of the most solid acting
seen in a Csmall” movie ol late
Kathryn Harrold turns inoa micely
understated performance, with rare
emphasis on intelligence rather than
vulnerability. Paul Freeman compli-
ments Harrold as a man confident ol
his skills and his belief in Harold's
talents, even though he frequently
disagrees with her. Their relaton-
ship strikes the right balance ol
friendship and professionality and 1s
mercifully free of the nitwit banter
that passes for dialogue between men
and women in films today.

discover in the town where Cochran's
mask factory is located,

Anyone over the age of six is way
ahead of the characters when they
reach the town. The wownspeople
stare ominously whenever strangers
appear, closed-circuit cameras scan
the town constantly, and a Cochran-
imposed six o'clock curfew is backed
up by the Graysuits. Just why Coch-
ran watches over the town like he
does, or why he's imposed a curfew,
or even why nobody has ever hopped
in his car and made for an adjoining
town's sherifl is apparently some ol
the information that Wallace either
forgot to include or decided the audi-
ence was 1oo stupid to think about.
Instead, Wallace shows where hisand
Carpenter's hearts are at by throwing
in two pointless murders and arepul-
sively stupid sex scene betwen Atkins
and Nelkin.

Wallace is as bad a direcrorasheisa
writer, and not even the slow-1n-com-
ing dlimax does much o salvage the
picture. The chinwzy budgetalsocrnip-
ples the films; the Don Post studios
make a dandy double for Cochran’s
maskworks, but the underground
“doomsday” center is as awful and
cheap as anvthing from the worst of
Irwin Allen.

With competent actors the film
might have been beuer, but the cast-

I'he only minus to Shirley kmght's
performance is that the film makes
her vet another religious loony from
the South—honevdew accentand all
knight shows her skills as an actress
(all too rarely seen, unfortunately) by
rising through the stereotypeand giv-
ing a solt and warm performance
which comes alive despite the lmita-
tons of the sarpt.

I'he only actor who really fares
badly is Zeljko Ivanek, whoisafflicued
by the double whammy of being a
relatively voung actor paired with a
o l.l Nl'.l\ll[]l’ll lll'lll"\\'l"l.-ll‘h Al"ll
being given a part which has him
doing linle more than wandering
through the film looking pained.
Ivanck seems capable of doing more,
but never gets a chance o show it

I'HE SENDER is the first full-
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ing, with the exception of poor Dan
O'Herlihy as Conal Cochran, 1s as
low budget as the rest of the film.
O'Herlihy is a good reminder of what
a talented actor can do with the thin-
nest material.

I'hough his character is mangled
by shoddy script, at least O'Herlihy is
able to carry his scenes. No such sav-
ing grace is evident from the wo
“heroes,”” Tom Atkins and Stacey
Nelkin. Atkins resembles a slightly-
older version of Tom Skeritt, but his
acting talents are as skimpy as the
script. As leading characters, he and
Nelkin leave anawful gapinthe film.
The actors you want to watch—other
than O'Herlihy—are an obnoxious
oy retailer and his family, played
with broad strokes by Ralph Strait,
Jadeen Barbor and Bradley Schacter.
It's easy to see that this is the group to
which something is going 1o happen,
but the three are so vivid that even
their performances outshine the clod-
dish Atkins.

HALLOWEEN HI has already
gone into the black soit's likely Car-
penter's experiment will be deemed
successiul enough for another shot
next year. In a film market where
many genre films must practically
claw their way into existence, this
probably isn't a bad thing. With any
luck, next vear's installment won't
waste such good technical talents as
photographer Dean Cundey or Tom
Burman’s makeup expertise. It bodes
ill, though, that Carpenter cannot, o
will not, keep from monkeying with
material that can stand quite nicely
On 1S OwWIL

Carpenter is a talented director of
action and actors, but Stanley Kubrick
he's not. When Carpenter makes the
decision to let a wyro like Wallace
butcher one of the few names in
screenwriting respected for both his
fantasy and non-fantasy work, then
it's time for Carpenter toadmithe’sa
terrible producer and leave that work
1o someone who knows what makesa
good scnipt. ASSAULT ON PRE-
CINCT 13and HALLOWEEN prove
Carpenter’s creative strengths: sham-
bles like HALLOWEEN 11 and 111
demonstrate weaknesses beter left
undisplaved. Michael Mayo

length effort for Christian, the award-
winning art director of ALIEN and
STAR WARS, and ut clearly illus-
wates what he learned from working
with top directors George Lucas and
Ridley Scott. Individual scenes are
carefully composed and staged, com-
bining the visually dense look ol
Scott’'s work with the sense ol action
that Lucas brought 1o STAR WARS
I THE SENDER isn’tavery mems-
orable film, it's a good indicatnon that
once Christian gets some good mate-
rial he's going 1o be a fine director.
And if it didn't succeed commer-
clally, it at least anempted 1o rse
above the gratuitous gore and snig-
gering mentality that dominates the
genre. I can’t wait 1o see what Hoger

Christian sends us next.
Michael Mayo
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ALONEIN THE DARK
Directed by Jack Sholder. New Line
Cinema, 11 B2 92 mins. With: Jack Pal-
ance, Donald Pleasance, Martin Landau.
Like Universal in the 1940s, the
producers must have feltthat four
monsters (psychos) were better
than one. A power blackout
unleashes four mental patients
who terrorize a psychiatrist and
his family. Less blood than usual,
but ultimately just another rou-
une effort o DS

BLUE THUNDER

With: Roy Scheider, Malcolm \Inll“hrll
Warren Oates, Candy Clarke, Daniel Stern.

Yuck, another stupid hardware
film. A super-charged helicopter
loaded with ultra-modem privacy
invasion equipment is the star—
and that’s the problem. Malcolm
McDowell walks through the vil-
Lian role looking bilious, "causein
real life he's afraid of heighis.
Where is Bruce Dern when we
really need him? e J[PH

A non-stop barrage of action and
pyrotechnies that had me scream-
g for more. Kudos tostuntdirec-
tor Tenry Leonard. andtoaspeaial
elfeats arew whose destruction of
an AL skvscraper s Inghten-
mgly real. Snong contender lor
blockbuster status. eeoeo e MJK

BRIMSTONE ANDTREACLE

Directed by Richard Loncraine. UA Clas-
sics, 11 K2 9% mins, With: Sting, Denholm
Elliot, Joan Plowright

A dark, nasty fantasy from the
poison pen ol Dennis Pouer
(PENNIES FROM HEAVEN)
Sting, lead singer for The Police,
bows impressively as a demoni
drifter who invades the homestead
of an anguished psalm writer, his
walking platitude of amissus and
thenr bram-damagead voung diagh-
ter. Director Richard Loncrne
(THE MISSIONARY) expertly
phies the Gothic rappings and
Pinter-esque undertones, dodg-
ing the minehields of Pouer'saad-
etched screenplay with high sivle

® e @ Stephen Rebello

THEENTITY
With: Il.uluu Hershes, Ron ‘nl-ri

This horror Lilim s about as
good as POLTERGEIST: the
shame 1s that for g while it prom
1ses o be ot better. Although the
film Eahers badly in the final min
utes, Barbara Hershey s splendid
ina difficult role, and Ron Silver
gives a star-quality performance

e @ David J. Hogan

I'he heartof THE ENTITY s a
vacuum. Beciuse vou never sec
this invisible menace, and beciuse
his motves are never Lathomed,
i's hard 1o get any satishction
from the story, Thefilmstandsasa
reatise on the brutaliy of rape,
but I don’t think gore hounds
wish 1o be preached o e [PH

THE EVIL DEAD

Directed by Samuel M. Raimi. New Line
Cinema, 2 K3 90 mins. With: Bruce Camp-
bell, Ellen Sandw eiss, Betsy Baker.

I'his low budget flick about
spirits who come back 1o hife 1s
alot funnier than PLAN 9 FROM

o000 e o0 L] o
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OUTER SPACE, which it unlon

tunately resembles. Special effeas
are primitive, suchas blackingout
the upper corner of the frame and
pPasting o moon over it for atmaos-
phere. Stephen King reportedly
endorsed this illm, but s a prety
pathetic experience e JPH

H( YUSE ON SORORITY ROwW
Directed by Mark Rosman. Artists Releas-
ing Corp, 1 83, 91 mins, With: Rathryn
MeNreil, Eileen Davidson.

Slick shee “em and dice “em
thialler that tells the same point-
less story: bungled prank equals
revenge; prety cocds equals meaty
victims. Yawn. Does anybody sull

care? High poimis: Richard H
Band's score, some mice procdi
tion design and a gorgeous blonde
whose dress as the size of a postage

stamp ® David |. Hogan

1, DESIRE

Directed by John C. Moxey, ABC-TV l o

lumbia, 11 82 | ns. With: David
Naughton, Dorian Harewowd.
As the title implies, this s

blood-sucking plaved for Harle-
quin romantics. Fhere as an
intriguing premise here—a vam-
pire poses as ahooker to bt v
tims—but the bl develops
neither sexual nor supernatural
themes, o Tim Lucas

Kiss ME GOODBYE

\\llh \.nll\ Ficld,
Caan, Claire Trevor

Jell Bmlgn lamr\

Slow-paced anempt at acomedic
with Sally Field
forced 1o choose hetween her dead
husband  (Caan) and her nerdy
bovinend (Bridges). The comedy
Lalls flar, and noattempt s made
o JPH

ghost story,

spectal effears

THE LAST UNICORN
With the
topher Lee,
bury, Rene Auber

While Lukmg the consistent
viswal splendor of THE SECRE]

s of: Mia Fartow, Chris-

OF NIMH, this Japanese-Ameri-
can co-production of Peter S. Bea-
gle's wry and delicate fantasy hasa
much stronger story, as well as
more memorable characters—in
particular, a giant, flaming red
bull, a peg-legged catand Angela
Lansbury’s mean witch, Mommy
Fortuna. Animation quality wav-
ers from banal 1o beautiful, butthe

cast (Jefl Bridges excepted) glows
in their ine vocal work. eee KC

MAUSOLEUM
Directed by Mike Dugan. Western Interna-

tional Pictures, 10 K2 & mins. With: Mar-
joe Gortner, Bobbie Bresee,

Unintentonally  funny  pas-
uche of THE EXORCIST, THE
FURY, and others. Though John
Buechler's makeup effects are
prety good, the story is pointless
Highlights are Bobbie Bresee's
frequent nude scenes. Recom:
mended for witless mammarians
only ® David J. Hogan

PHANTOM OF THE OPERA

With: Maximilian Schell, Jane Sevmour,
Michael York

Fourth retelling of the olassic
story is o muddled TV remake
enchanced by lociton hilming in
Hungary. Long on talk, short on
horror and poorly paced,
mannly succeeds i making the
other versions look good. Stn
Winston's Phantom makeup,
based on research in hospital burn
wards and requiring four hours 1o
apply, nonetheless resembles o
cross between a rabber mask and
James Cagney in MAN OF A
THOUSAND FACES ® BK

STILL OF THE NIGH'T

With: l|u\ Scheider, Menl Sireep.

Director Robert Benton (KRA-
MER VS, KRAMER) strays o
HitcheockLand and loses his bear-
ings. This is a sullborn, lopsided
romantic thriller burdened witha
wobbly, implausible serpe, direce
non which never his ns sinde,
and performances that generat
no heat, The sexy-funny premise
ol a psyvchiatnst’s losing his heawd
toatwitchy, unstrung blonde dur
mg a string of New York knife
murders loses all s charge in the
presence of an unusually e Roy
Scheder and a mercilessly over-
wrought Streep, It cermly sn't
up to Hitchaock, nor does 1 even
have the grace of a BODY HEA'L
or KELUTE ® Stephen Rebello

VIDEODROME

With: James Woods, Deborah Harry.

mthanking of having arabber
stamp made: bad il good ef-
fects. Makeup artist Rick Baker
has outdone himself, but the plot
15 garbage. And please, no o more
exploding bodies—it's gotten 1o
be like that SCTY parody —"He
blowed up real good!” o @ JPH

Cronenberg's nnages are so start
. his talent so grea, thae the
flm's wter Lack of narranive strocc-
tare as almost a cnime. Woads s
elicaive and Deborah Har® s
wdeally cast. Fun, but, oh!, the
unexplored possibilities

o @ David J. Hogan
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NOTICETO ALL
LEECHES:

Perhaps the only positive aspect of
Forry Ackerman’s resignation from
Famous Monsters of Filmland (and
the magazine’s reported demise) was
that its readers would no longer have
to read of the exploits of alleged actor
Paul Clemens [star of THE BEAST

WITHIN]
I thought I had seen the last of thas
publicity hound, but. .. Surprise!

Ihere was the cherubic moron
vour last issue [13:213:3:87], indulg-
ing in the newest Hollywood past-
time—suing Spiclberg

In the same issue, an attorney
wonders “what Spielberg is up 1o,
because just about everyone i town
is suing him.” Spiclberg is making
successiul movies, that's what! So all
the Lisa Marie Litchfields, Paul Clem-

enses and Frank de Felinas are

coming out of the woodwork for a
piece of the P( MLTERGEIST and
E.l pies

1f you print this letter, they 'l prob-
ably sue me for hibel. However,

leeches beware: I'm not amillionaire.

Dan Lennon
Point Pleasantboro, New Jersey

ACCORDING TO OUR
LATEST SURVEY, THERE
ARE AT LEAST 641 MORE
OF YOU OUT THERE

It was with great relief that Iread Tim
Lucas’ comments about E.T. in the
current issue [“Why 1 Don’t Love
E:T., 13:2 13:3 16). 1 thought I was
the only human alive who liked ECT,
but didn't love it, and I was begin-
l|lll].‘.lli(||ll'\rlllll\-.]H'[h!'ll]lt'l('llll!,'hl
not be something seriously wrong
with me
Sally Willuams
Publicity Dept., Bantam Books
New York, New York

MORE HOOPLA
OVER THE CAREER OF
TOBE HOOPER

It seems to be that Tobe Hooper may
have been getting a rather bad deal
from the media regarding theauthen-
ity of his aredit on POLTER-
GEIST [13:2 13:3:76]. The sugges-
tion that his authority and creative
input on the set rivaled that of € hiris-
tian Nyby's on THE THING just
doesn't strike me as valid

Given Spiclberg's traditional atfec-
tion for uncluttered title cards (borm
witness by the absence ol any refer-
ence to Paul Schrader's first draft
script for CE3K), Tsuspect that rather
than Nyby Hawks, the relationship
wars closer 1o that of Spiclberg and
Lucas for RAIDERS OF THE LOST
ARK, with Spielberg in the Hooper
role (although it appears Spiclberg
was much more involved with the
postproduction on that).

It strikes me as unfair that Hoop-
er's career may not do as well from

this project as it should, in par
because of an occasionally sensation-
alistic need on the part of the media—
film critics, the fan mags, and you
guys—to be sticking your spade
where there ain‘tnomuck. Themain-
stream needs lule prodding to
believe that so innocuous a film as
POLTERGEIST could only have
been made by Spiclberg. Why not?
From my observations, most of them
seem o be functioning under an
unconfirmed rumor that Mr. Hoop-
er’s previous work has been slime,
P. B. Leonard
l'oronto, Ontario

A MOMENT OF SILENCE
FOR THE NASTY ALIEN
WE'LL NEVER MEET
While it is true that Rick Baker's
work for Steven Spielberg proposed
NIGHT SKIES project has never
been released to the public, viewers ol
a TV special last year were able to get
a glimpse of the “nasty” alien head
referred 1o in your coverage of E'T.
[18:2/13:3:24]. Charles Osgood, host
of the special (EVERYTHING YOU
ALWAYS WANTED 1O KNOW
ABOUT MONSTERS, BUT WERE
AFRAID TO ASK), visited with Rick
Baker at his workshop. Asthey toured
the facility, a technician was seen fi-
iing a metal eye apparatus intoa latex
mask of a quite evil-looking alien
that closely resembles an arust’s ren-
dition shown in one of your previous
issues [also shown above] 1 he mask
was indeed impressive, making one
Lament about the classic saence-fic-
tion horror [ilm we may never see.
Ed Kulasa
L'inley Park, Hlinois

In vour coverage of ET. you men-
toned that Rick Baker's NIGH']
SKIES work was thrown out and not
usted as a basis for E. 1. s looks. Butan

Artist's conception of Rick Baker's
prototype for a nasty extraterrestrial.

carlier article [11:1:7] showed an
artist’s conception that looks a lot
like a frowning E.T., except with a
smaller head and athinner body, Will
Baker's designs, which were done
before E.T. was even thought ol, ever
be shown in photo form?
Steve Bydal
Wilmington, Delaware

UUnfortunately, it s doubtful that
Rick Baker will release any sketches or
photos he might have of his work on
NIGHT SKIES, at least for the time
being. Baker has been advised by his
attorney not to do so because there is
some question as to who legally owns
the work, Since Baker was in the
rm;;hn' of Spielberg and Columbia
Pictures during his stint on NIGHT
SKIES, apparently only they can pub-
lish photos of the work. When we
asked Sprelberg and € columba about
publishing Baker'swork, wewere po-
litely —but firmiy—told to forget it.

BLOOD & GUuTS MAKEUP!

L

Name

Address

City State _

o o o

With DAWN OF THE DEAD, CREEPSHOW, and
FRIDAY THE 13th to his credit, makeup artist
Tom Savini should be able to speak with some

\. authority on scaring the socks off audiences.

—— o ————————— ——————

CFQ BOOKSHOP, Box 270, Oak Park, IL 60303 |

Rush me my autographed copy of Tom Savini's GRANDE
ILLUSIONS: A Learn-by-Example Guide to the Art and |
Techniques of Special Makeup Effects. I've enclosed $12.95,
plus $1 for postage. lllinois residents please add 6% sales tax

Learn the secrets of the “King of Splatter!”

GRANDE ILLUSIONS: A Learn-by-Example
Guide to the Art and Techniques of Special
Makeup Effects is Savini's personal account of
how he brought the dead to life, committed mass
murder and fooled viewers into believing all that
flying latex was really blood and guts.

With step by step photos, instructions, recipes
and diagrams, he'll show you the secrets that
have made him the “King of Splatter,” secrets
most makeup artists only learn the hard way.
SPECIAL BONUS: Get a personally autographed
copy of Grande lllusions simply by filling out the
coupon at left and enclosing your check and
money order. Savini will only sign a limited
number of copies, so get yours today!

GRANDE

SPECIAL MAKE-UP EFFECTS

[LLUSIONS

Zip ==

L.

ILLUSTRATION/CHRIS KINSINGER
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than just movies.
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